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ABSTRACT 
Fjerstad, Branden Reid.  M.A.  The University of Memphis.  August 2011.  The ‘Window of 
Appearance’ Re-Opened: New Perspectives on a New Kingdom Royal Venue.  Major Professor: Patricia 
V. Podzorski, Ph.D. 
 
The aim of the present study is to arrive at a more nuanced understanding of the ritualized 
appearance of the king in the ‘Window of Appearance’ by analyzing the artistic portrayal of this 
architectural venue throughout the New Kingdom.  In order to do this, a corpus of all known tenanted 
‘Window of Appearance’ scenes was gathered for the first time. By conducting an analysis of the artistic 
motifs depicted on the ‘Window of Appearance’ it is my goal to indicate that the variation in the decorative 
program is not simply artistic convention as has been previously implied, but reflects shifting socio-
political and religious ideologies with each respective reign. I will also utilize the layout of the decorative 
program to demonstrate that these motifs were arranged systematically to reflect a microcosm of the king’s 
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1.1 ‘The Window of Appearance’ 
The architectural feature known as the ‘Window of Appearance’ (Fig. 1) was an integral part of 
New Kingdom royal palaces and mortuary temples, evidenced in the archaeological record possibly as 
early as the reign of Hatshepsut.1  This royal venue of appearance is known primarily from artistic 
representations originating from royal monuments and private tombs. The aim of the present study is to 
arrive at a more nuanced understanding of the ritualized appearance of the king in the ‘Window of 
Appearance’ by analyzing the artistic portrayal of this architectural venue throughout the New Kingdom.  
In order to do this, a corpus of all known tenanted ‘Window of Appearance’ scenes has been gathered for 
the first time.2  This study will also analyze the decorative program of the window, an element of the 
‘Window of Appearance’ that is commonly disregarded.  In analyzing the artistic motifs depicted on the 
‘Window of Appearance,’ it is my goal to indicate that the variation in the decorative program is not simply 
artistic convention as has been previously stated,3 but reflects shifting socio-political and religious 
ideologies within each respective reign. I will also utilize the layout of the decorative program to 
demonstrate that these motifs were arranged systematically to reflect a microcosm of the king’s divine and 
earthly domain and represent the doctrines of his role as king. 
The ‘Window of Appearance’ takes its most characteristic form during the Amarna period.  It is 
commonly depicted as an elevated balcony with a cushioned parapet that is framed by two decorated jambs, 
topped by a broken lintel and two decorated side walls (App. B, 2-13).  In post-Amarna art the ‘Window of 
Appearance’ appears more often as a small kiosk or rostrum (App. B, 14-19, 21-32).  From the artistic 
representations of the ‘Window of Appearance’ it is clear that it is the functional descendant of the royal 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Rainer Stadelmann, “Tempelpalast und Erscheinungsfenster in den thebanischen Totentempeln,” MDAIK 
29 (1973), 221-242, Tafel LXXVIII. 
 
2 A similar corpus, although less complete, that covers many ‘Window of Appearance’ scenes as it applies to 
the giving of the “gold of honor” by the king, can be found in, Susanne Binder, The Gold of Honour in New Kingdom 
Egypt (Oxford: Aris and Phillips Ltd., 2008). 
 




throne kiosk (Fig. 21),4 where the king presents awards to his officials.  In texts from the New Kingdom 
and the Late Period, references are made to individuals appearing before the king who was in the “window” 
(sSd).5  The importance of the king’s “appearance” (hai) during certain religious festivals, such as the Hb sd, 
and during his coronation is evidenced since the Old Kingdom.6 The term ‘Window of Appearance’ (sSd n 
hai) comes from texts that are present on the thicknesses of the two doors flanking the “window” in the first 
court of Ramesses III’s mortuary temple at Medinet Habu, which refer to the the king “appearing” during 
the Valley and Opet Festivals.7   
The ‘Window of Appearance’ has been discussed by scholars for more than a century.  Past 
scholarship on the ‘Window of Appearance’ has primarily focused on the possible locations for this 
architectural venue at Tell el-Amarna and Thebes and its possible function and symbolism. Other studies 
have focused on reconstructing what it would have looked like and on describing and interpreting the 
scenes featuring the ‘Window of Appearance’ as they relate to the activities of the king and other royal 
family members within.  In the late 19th century Flinders Petrie’s excavations at Tell el-Amarna identified 
remains that were consistent with the ‘Window of Appearance’ in the Royal Palace.8 Norman de Garis 
Davies in his publications on the architecture and decoration of the private tombs of the officials at Amarna 
was one of the first scholars to discuss in any great detail the architectural venue that would later become 
known as the ‘Window of Appearance.’ 9  His descriptions focused primarily on the activities of the king 
and queen in relation to the courtiers below and outside of the window. Davies later published an article 
presenting his interpretation of the architectural features of the ‘Window of Appearance’ as they appeared 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 See, Norman de Garis Davies,“The Place of Audience in the Palace” ZÄS 60 (1925), 50-56. 
 
5 See for instance, Andrea M. Gnirs “In the King’s House: Audiences and receptions at court,” in ed. Rolf 
Gundlach and John H. Taylor, 4th Symposium on Egyptian Royal Ideology: Egyptian Royal Residences (Wiesbaden: 
Harrassowitz Verlag, 2009), 25-37. WB IV:301-302. 
 
6 For more on hai as it applies to the king see, Donald B. Redford, History and Chronology of the Eighteenth 
Dynasty of Egypt: Seven Studies (Toronto: The University of Toronto Press, 1967), 3-27; WB IV: 302. 
 
7 Uvo Hölscher, The Excavation of Medinet Habu. Vol. III. The Mortuary Temple of 
Ramses III. Part I.  University of Chicago Oriental Institute Publications No. LIV  (Chicago: The University of Chicago 
Press, 1941), 37-59.  WB III: 239-241. 
	  
8 Sir W.M. Flinders Petrie, Tell el Amarna (London: Aris & Phillips, 1894), 9. 
 
9 Norman de Garis Davies, The Rock Tombs of El Amarna, I-VI (London 
; Kegan Paul, Trench, Trübner & Co.), 1903-1908. 
 
 3 
in the art and offered an explanation as to how they may have actually been arranged in antiquity.10  In 
1918, Heinrich Schäfer published on an ostraca purchased by the Staatliche Museum of Berlin, which 
depicted an ink drawing of a ’Window of Appearance’ scene (App. B, 32).  In the article Schäfer discussed 
the artistic motifs present on the window and compares their organization to those found on other examples 
of ‘Window of Appearance’ scenes.11  J.D.S. Pendlebury proposed that the ‘Window of Appearance’ would 
have been located on the elevated bridge that crossed the great royal road and connected the North Palace 
to the King’s Residence at Amarna, based on archaeological remains he excavated in this portion of the 
city.12  Rainer Stadelmann has written about the architectural presence of the ‘Window of Appearance’ in 
Theban mortuary temples, and proposed that they would have been a regular feature of temple palaces 
throughout the New Kingdom.13 Uvo Hölscher discussed the ‘Window of Appearance’ at Medinet Habu in 
his publications for the Oriental Institute’s excavations.14  Hölscher also noted that depictions of the 
‘Window of Appearance’ from Thebes and Amarna have architectural similarities to the best extant 
example at Medinet Habu.15  Smith addressed the presence of possible windows, based on architectural 
remains, in the ‘North Palace’ at Amarna as places where the king would observe his subjects, but he does 
not go so far as to designate them as ‘Windows of Appearance.’16   
One of the most prolific recent authors writing about the ‘Window of Appearance’ is Barry Kemp.  He 
has provided insight into the ‘Window of Appearance’, addressing two issues that arise when analyzing the 
artistic representations.17  Kemp argues that attempting to convert the architecture depicted in art to actual 
architectural blueprints in the modern sense is a flawed approach.  He also indicates another defective 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10	  Davies, “The Palace of Audience in,” 53. 
	  
11 Heinrich Schäfer, “Der König im Fenster.”  Ein Beitrag zum Nachleben von Tell-El Amarna?, Amtliche 
Berichte aus den Preuszischen Kunstsammlungen, 40. Jahrgang., No. 3 (Dec., 1918), 1-11.	  
 
12 J.D.S. Pendelbury, The City of Akhenaten. Vol. III. The Central City and the Official Quarters. Texts and 
Plate volumes (London: Egypt Exploration Society, 1951), 34, 43, 76, 78; pls. 2, 14. 
 
13 Stadelmann, “Tempelpalast,” 221-242. 
 
14 Uvo Hölscher, Medinet Habu.III, 37-59.   
 
15 Uvo Hölscher, “Erscheinungsfenster und Erscheinungsbalkon im königlichen Palast,” ZÄS 67 (1931), 43-
51. 
 
16 Earl Baldwin Smith, Egyptian Architecture as Cultural Expression (NewYork and London: D. Appleton-
Century Company, 1938. Reprint, New York: The American Life Foundation, 1968), 219-223.   
 
17 Barry Kemp, “The Window of Appearance,” JEA 62, 81-99. 
 
 4 
approach is to choose where the ‘Window of Appearance’ was located based on artistic depictions of the 
structure.  In 1977, Donald Redford published ‘Window of Appearance’ scenes from the talatat recovered 
from the ninth pylon at Karnak.18  In his publication Redford ties the function of the ‘Window of 
Appearance’ to the Hb sd festival in which large feasts, music, and dancing would have accompanied the 
appearance of the king in the window.  Redford also provides an architectural reconstruction of the 
‘Window of Appearance’ based on the scenes from the talatat.  More recently Robert Vergnieux and 
Michel Gondran have focused on the ‘Window of Appearance’ scenes from a temple erected by Akhenaten 
at Karnak, the Teny-Menou, utilizing the talatat to provide reconstructions of the scenes and the 
architectural layout of the ‘Window of Appearance.’19  Diana Wolfe Larkin has addressed the architectural 
element referred to as the ‘broken-lintel’ and how it may have functioned religiously within the larger 
architectural venue of the ‘Window of Appearance.’20 
I am of the opinion that the presence of the king in the ‘Window of Appearance’ would have 
functioned on many different levels to legitimize his divine status and governing authority, as well as to 
evoke a psychological effect in his subjects that would lead to a sense of awe and therefore an increased 
sense of piety and loyalty toward the leader.  The occasion of the king’s appearance at the ‘Window of 
Appearance’ was a highly ritualized occasion that acted as a governing tool. 
In chapter two I will discuss windows as both functional and symbolic architectural features.  Next 
I will address the archaeological remains of known ‘Windows of Appearance’ and where these were likely 
to have been located in antiquity. I will also trace the evolution of the depiction of the architectural 
composition of the ‘Window of Appearance’ throughout the New Kingdom and discuss the presence of 
religious decorative elements in association with all known artistic representations of the ‘Window of 
Appearance.’ The importance of the architectural feature of the ‘Window of Appearance’ referred to as the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 Donald Redford and R.W. Smith, The Akhenaten Temple Project, Vol. I: Initial Discoveries (Warminster: 
Aris & Phillips Ltd., 1976), 127-136. 
 
19 Robert Vergnieux and Michel Gondran.  Aménophis IV et les pierres du soleil. Akhénaton retrouvé (Paris: 
Arthaud, 1997), 126-133; Robert Vergnieux, Recherches sur les monuments thébains d’Amenhotep à l’aide d’outils 
informatiques: Methodes et résultats. Cahiers de la Société d’Égyptologie 4, Fasc. 1-2. (Geneva: Société d'Égyptologie, 
1999), 114-122. 
 
20 Diana Wolfe Larkin, The Broken-Lintel Doorway of Ancient Egypt and its Decoration (PhD diss., New 
York: New York University, 1994), 48-58. 
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‘Broken-Lintel’ will be discussed, as well as its symbolic and functional significance.  The last section in 
chapter two will address other possible locations of the ‘Window of Appearance’ at Amarna and Thebes.   
Chapter three will analyze the socio-political and religious symbolism of each individual 
decorative motif utilized in the depictions of the ‘Window of Appearance’ in all known artistic 
representations.  Moreover, I will discuss how they were arranged on the façade to symbolically represent a 
microcosm of the king’s domain.   
In chapter four I will examine previous scholarship concerning the function of the ‘Window of 
Appearance’ as an apparatus from which the king rewards his courtiers, especially in the awarding of ‘gold 
of honor’ and in the reception of foreign tribute in a ritualistic manner.  The offering of the didactic name 
of the Aten from the ‘Window of Appearance’ and its significance as a ritual is evaluated.    I will also 
address other contexts in which the king ‘appears’ at the window, to help elucidate the religious and social 
importance of this architectural feature.  This will be followed by a discussion of the key administrative 
officials present, the vizier and royal fan-bearers. The appearance of the king in the ‘Window of 
Appearance’ during the Valley and Opet Festivals as well as in military settings will also be explained.  
Chapter five concludes this study by analyzing the variability and similarity in the iconography of 
the ‘Window of Appearance’ scenes and what religious or political significance it may represent with the 
function of the window and the role of the king.  A discussion on ritual theory and the theatrics of royal 
appearances will be addressed from an anthropological perspective to help gain a better understanding of 
the function of the ‘Window of Appearance’ in these settings.  A new interpretation of the ‘Royal Red’ is 
offered as it applies to the pillow in the ‘Window of Appearance’ and the solar symbolism of the window. I 
will conclude this study by demonstrating that the decorative program seen on the ‘Window of 
Appearance’ was not simply the result of artistic license or convention. Rather, a planned decorative 
program that was utilized along with the architectural elements renders a microcosm of the king’s earthly 
and celestial domain.  This was a liminal point between sacred space and the everyday world.   
	  
	   6	  
CHAPTER 2: 
 The Architecture of the ‘Window of Appearance.’ 
 In this chapter, a discussion on the form and function of windows in ancient Egypt will be 
presented.  This is followed by a more detailed study of the architectural components comprising the 
‘Window of Appearance’ based on actual architectural remains and as depicted in artistic depictions 
throughout the New Kingdom.  
 
2.1  Windows and doorways in ancient Egypt 
 
In ancient Egypt windows served both a practical and religious function.  From as early as the 
Predynastic period,1 windows were a regular part of the architectural repertoire of the ancient Egyptians.  
For domestic structures, windows allowed light and air to enter the house.  Based on artistic renderings, 
windows appear to have been located high on the wall.  Although they were perhaps at eye level if a second 
floor was present.  Shutters or mats were used to cover the windows.2   In the tomb chapels of the Old 
Kingdom, small apertures or windows were incorporated.3  Functionally these apertures served to bring 
light and ventilation into the tomb chapels, but they also served as a symbolic gateway for the deceased’s kA 
to look from the tomb on the outside world.   
In the tomb, the most distinct version of an aperture or small window that acted as a symbolic 
gateway was in the serdab (Fig. 2).4  The serdab, which was usually an enclosed chamber with one or more 
cult statues of the deceased or the deceased and his or her family, often included a small aperture in the 
enclosure; this window would have provided a way for the deceased to look out from the afterlife to benefit 
from the symbolic and actual offerings placed in the offering chamber.  Another architectural form for 
egress and access by the spirit is referred to as the “false door” (Fig. 3).5  Early on in the Old Kingdom the 
false door was a feature of the kA-chapel, which took the form of a small enclosure either on the exterior or 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Alexander Badawy, A History of Egyptian Architecture. Vol. I, From the Earliest Times to the End of the 
Old Kingdom (Berkeley: University of California Press, 1954), 23. 
	  
2 Alexander Badawy, A History of Egyptian Architecture. Vol. III, The Empire (the New Kingdom) (Berkeley 
and Los Angeles: University of California Press, 1968), 34-35. 
 
3 Smith, Egyptian Architecture, 85. 
 
4 Audrey O. Balshikov, “Ka-chapel,” in ed. Donald B. Redford, The Oxford Encyclopedia of Ancient Egypt, 
Vol. 2 (Oxford: Oxford University Press, 2000), 217-219. 
5 Ibid. 
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interior of the tomb.  The false door was most often located on the western wall of the offering chamber or 
the eastern tomb façade, and represented the gateway between the land of the dead (i.e. the west) and the 
land of the living.6  Other Old Kingdom religious structures, such as the mortuary complex of the third 
dynasty king Djoser also incorporated windows.  Decorative grilles carved in the form of religious and 
royal symbols such as the djed pillar,7 were incorporated in Djoser’s monumental complex. 
In tombs and temples throughout ancient Egyptian history small, slit-like apertures likely served 
both a functional and a religious role. These openings have been referred to as the “Windows of Shu” (Fig. 
4).8  These slit-like windows directed air and sunlight into the interior of the temple, and because of their 
location just below the temple roof, scholars conjecture that these openings may represent the “Ways of 
Shu,” Tefnut, or Maat.9  Windows also undoubtedly had a connection to the sun god Re.  In Utterance 456 
of the Pyramid Texts this connection is implied in the section of the text that states: “Hail to you, Great 
One, son of a Great One! The roof (?) of the Pr-Wr is torn off (?) for you, the Pr-nzr serves you, the 
apertures of the sky-windows are opened for you, the movements of the sunshine are released for you.”10  
Windows and doorways were also symbolically connected to the ascension of the king to the heavens as 
evidenced by numerous utterances in the Pyramid Texts, in particular Utterance 503: “The sky is opened, 
the earth is opened, the apertures of the celestial windows are opened, the movements of the Abyss are 
revealed (?), the movements of the sunlight are released, by that One who endures every day.”11 
The climate in Egypt made windows a necessary inclusion in domestic architecture.  
Unfortunately, due to both the ravages of time and millennia of flooding along the Nile River floodplain, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Silvia Wesbach-Koepke, “False Door,” in ed. Donald B. Redford, The Oxford Encyclopedia of Ancient 
Egypt, Vol. 1 (Oxford: Oxford University Press, 2000), 498-500. 
 
7 Dieter Arnold, The Encyclopedia of Ancient Egyptian Architecture (Princeton, NJ: Princeton University 
Press, 2003), 257. 
 
8 Somers Clarke and R. Engelbach, Ancient Egyptian Masonry (London: Oxford University Press, 1930), 
173. 
 
9 Peter Kaplony, “Fenster des Schu,” in Lexikon der Ägyptologie Vol. 2, ed. W. Helck and E. Otto, 
(Wiesbaden: Harrasowitz, 1977), 168; see also, J.Zandee, Death As An Enemy According to Ancient Egyptian 
Conceptions (Leiden: Brill, 1960), 25-31. 
 
10 Raymond O. Faulkner, The Ancient Egyptian Pyramid Texts (Oxford: The Clarendon Press, 1969), 151-
152. 
 
11 Ibid., 179; Also see Utterances 479, 511, 563, 572, pp. 167, 187, 218, 227. 
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there is a general lack of domestic architecture including windows in the archaeological record; however, 
evidence for the use of windows in these structures can be found elsewhere.  Model houses from as early as 
the Predynastic period incorporate windows or ventilation apertures on their roofs.12  In the twelfth dynasty 
tomb of Amenemhat, the discovery of other model houses provides evidence for the traditional 
architectural layout of the ancient Egyptian house where windows are a key feature represented with lintels 
and cornices with latticed screens or grilles over them.13  
There is evidence in the New Kingdom of more elaborate decorative window mullions or grilles 
with images.  Some incorporate the Horus falcon surmounted by sun discs and flanking the royal 
cartouches of the king.  Some portraying other religious symbols accompanying the Horus falcon were 
originally incorporated in the mortuary temple of Ramesses III at Medinet Habu (Fig. 5).14  Another type of 
window used in temple architecture starting in the New Kingdom was the clerestory window.  Clerestory 
windows consist of a series of vertically carved mullions to provide light into the interiors of temples.  One 
of the most famous examples of clerestory windows are those in the Hypostyle Hall at Karnak15 (Fig.6). 
Another type of “window” that becomes integral in royal architecture that is introduced during the 
New Kingdom, is the ‘Window of Appearance’.  This often elaborately decorated architectural feature 
likely served as both a religious and socio-political platform for the king to make grand appearances on 
special occasions such as festivals and royal coronations.  The idea of the king appearing to his subjects in 
a structure functioning to emphasize his divinity and governing authority, as well as physically separating 
him from those subjects is evidenced in ancient Egyptian art since the Predynastic Period.16  It served to 
emphasize the social, political and religious distance between the king and his subjects.  The decorative 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Smith, Egyptian Architecture, 21, pl. I-14. 
 
13 Alexander Badawy, A History of Egyptian Architecture,Vol. II, The First Intermediate Period, Middle 
Kingdom, and the Second Intermedate Period (Berkeley and Los Angeles: University of California Press, 1966), 17. 
 
14 Uvo Hölscher, Medinet Habu III, pl. 38. 
 
15 Clarke and Engelbach, Ancient Egyptian Masonry, 173.  The authors also list other examples, including the 
temple of Seti I, the Ramesseum, and the temple of Khonsu at Karnak. 
 
16 For instance, king Narmer is depicted in an elevated throne baldachin on a fragmentary limestone 
macehead from the Naqada III period now in the Ashmolean Museum, and king Den in a similar structure on an ebony 
label from his first dynasty tomb at Abydos, now in the British Museum, London. See, Gay Robins, The Art of Ancient 
Egypt (Cambridge: Harvard University Press, 1998), 35. Also, Sherine el-Menshawy, “Pictorial evidence depicting the 
interaction between the king and his people in ancient Egypt,” in Current research in Egyptology 2000, eds., Angela 
Mcdonald and Christina Riggs (Oxford: Archeoproess, 2000): 83-89. 
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program which accompanied the window, which will be discussed in chapter 3, used image, text and 
symbol to reinforce the majesty and divinity of the king and engender a sense of awe in the fortunate few 
allowed into the royal presence.  
 
2.2  Archaeological remains of the ‘Window of Appearance’ 
 
Unequivocal evidence of archaeological remains of the ‘Window of Appearance’ are found at four 
locations: the mortuary temples of Hatshepsut, Seti I, Ramesses II, and Ramesses III, all located in Thebes. 
The earliest extant physical remains of an architectural element that has been identified as a ‘Window of 
Appearance’ can be found on the southeast corner of the highest terrace of Queen Hatshepsut’s mortuary 
temple at Deir el Bahri (Fig. 7).17 The window, located at the side of the temple, faces onto the courtyard of 
the upper terrace.  A set of stairs lead up from a small open court behind the window to the elevated parapet 
(Fig. 8).  The fragmentary framing elements of the window are at present devoid of relief, however, this 
does not rule out the possibility that they would have originally been elaborately decorated with paint.  The 
location of this window within the temple proper not far from the naos implies that it was an important 
religious venue for king Hatshepsut when she made appearances at her temple during certain festivals.18  
This notion is supported by the fact that the first known depictions of the Opet Festival adorn the walls of 
the same terrace as the ‘Window of Appearance.’19 
At the mortuary temple of Seti I at Gurnah, the first example of a temple palace was incorporated 
into the larger temple structure along with a ‘Window of Appearance.’  The window was originally 
decorated on either side with images of the king smiting an enemy of Egypt.  Other, very fragmentary 
images of foreigners with small tables in front of them would originally have decorated a low wall beneath 
the parapet of the ‘Window of Appearance.’20  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Stadelmann, “Tempelpalast,” 221-242. 
 
18 For discussion on the function of the ‘Window of Appearance’ see Chapters 3 and 4 below. 
	  
19 Edouard Naville, The Temple of Deir El Bahari, Part V. Plates CXIX-CL. The Upper Court and Sanctuary 
(London: Egypt Exploration Fund, 1906), 3-5, pls. CXXII-CXXVI. 
 
20 Peter J. Brand, The Monuments of Seti I: Epigraphic, Historical & Art Historical Analysis (Leiden: Brill, 
2000), 229-230; see also Rainer Stadelmann, “Totentempel und Millionenjahrhaus in Theben,” MDAIK 35: 310, 312; 
Rainer Stadelmann, “Der Tempel Sethos’ I. Gurna (Erster Grabungsbericht),” MDAIK 28 (1972), 293 ff; Rainer 
Stadelmann, “Der Tempel Sethos’ I. Gurna (Zweiter Grabungsbericht),” MDAIK 31 (1975), 353ff., pl. 109c. 
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The presence of a ‘Window of Appearance’ at the Ramesseum is evident from the extant 
foundation remains of a temple-palace connected to the south side of the first court.  Ramesses II’s 
mortuary complex undoubtedly served as a model for the architectural layout of Medinet Habu and the 
similarities in the construction and decoration of the ‘Window of Appearance’ in both temples have been 
inferred.21  The presence of a ‘Window of Appearance’ at the Ramesseum is corroborated by the fact that 
Daressy utilized a fragment of relief depicting Egyptians, foreigners and a smA-tAwy motif that he found in 
the remains of the Ramesseum to reconstruct an identical scene depicted on the wall beneath the ‘Window 
of Appearance’ at Medinet Habu. 
The best-preserved remains of an actual ‘Window of Appearance’ are found in Ramesses III’s 
mortuary temple and palace at Medinet Habu.  The window is located on the south wall that separates the 
palace and the first courtyard of the temple proper (Fig.13, 26).22 The ‘Window of Appearance’ is on a 
slight projection23 in the center of this wall and is flanked on either side by smaller doorways that lead to 
the palace vestibules.24 According to Hölscher, the ‘Window of Appearance’ is “situated about a man’s 
height above the court pavement,”25 which raised the king above his subjects.  The window, as it exists 
today, consists of a door-like opening and lacks its original jambs, cushioned parapet, and cavetto cornice 
frame.  Evidence that the window was remodeled and widened in antiquity is found in the ‘Window of 
Appearance’s’ opening under the lintel where shutters or doors would have pivoted.  According to 
Hölscher, fragments of the original jambs surrounding the door found during excavations of the first 
courtyard were “smoothly dressed, covered with woven fabric and then a thin coat of gesso which 
obviously formed a smooth ground for some type of ornamentation such as gilding.”26  He also indicates 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Berth Porter and Rosalind Moss, Topographical Bibliography of Ancient Egyptian Hieroglyphic Texts 
Reliefs and Paintings. Vol. II (Oxford: Clarendon Press, 1972), 431-443. 
 
22 Hölscher, Medinet Habu III, 39-44; figs. 17,  20; pl. 3-4. 
 
23 Ibid., 39; Hölscher states: “The middle of the wall projects 75 cm.” 
 
24 Ibid., 39. 
 
25 Ibid., 40, 43. Hölscher indicates that the base of the “window” was 2.07m above the pavement. 
 
26  Ibid. 
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that the lintel on the exterior of the window facing the temple’s first courtyard was originally capped by a 
cavetto cornice topped with uraei, but was later chiseled away and then painted (Fig. 14).27  
The sill of the window platform was also decorated with sculpted heads of the traditional foreign 
enemies of Egypt, the Nubians and northern Asiatics (Figs. 15-16).  They are sculpted as if lying prostrate 
with only their shoulders and heads protruding from the wall, to create the effect of the king walking on 
their backs.  On either side of the window the king is portrayed wearing the khepresh crown and resting a 
battleaxe on one shoulder.  With his other hand he grasps by the hair a group of conquered enemies whose 
arms are bound up by the stalks of a papyrus sedge and lotus water lily plants.28  The vulture goddess of 
Upper Egypt, Nekhbet, hovers overhead clutching a ceremonial xwi fan, providing divine powers to the 
king, as well as protection and life-giving air.29  This fan is also a protective symbol associated with cult 
images of deities, and when it is held near the king, he is the god incarnate and therefore the cult image of 
Amun.30  A frieze of opposite facing uraei flank the top of the window, and forward facing uraei line the 
top of the cavetto cornice protecting the king during his appearance in the window opening.  In the registers 
above the window, the royal titularies of the king are accompanied by the traditional winged sun disc 
together with falcons and vultures mounted with sun discs standing on nbw signs. 
Flanking these smaller images of Ramesses III are monumental images of the king carved in sunk 
relief portray him facing away from the ‘Window of Appearance’ wearing the nemes and Atef crown.  He 
again grasps the hair on the heads of kneeling captives with his left hand and raises a combination mace-ax 
in his right to strike them down (Fig. 16).  This image would have been quite intimidating to any foreign 
dignitaries visiting the king on the occasions of festivals or while bringing tribute.  These depictions also 
emphasized the military prowess of the king and his ability to expel isfet and maintain MAat.  Behind each 
figure of the king is a personified standard of the king’s Horus name in a srx representing the king’s royal 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27  Ibid. 
 
28 F. Nigel Hepper, Pharaoh’s Flowers: The Botanical Treasures of Tutankhamun (London: HMSO, 1990), 
11-12. 
 
29 Lanny Bell, “Aspects of the Cult of the Deified Tutankhamun.”  In Mélanges Gamal Eddit Mokhtar. Vol. I, 
ed. Paule Posener-Kriéger, 31-59.  Bibliothèque d'Étude XCVII, 1  (Cairo: Institut français d¹archéologie orientale, 
1985), 33. 
 
30 Ibid., 37. 
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kA.  Similar scenes of the king smiting or spearing foreign enemies adorn the south side31 of the ‘Window of 
Appearance’ and the two doorways flanking the ‘window’ facing into the temple palace.32   
In the panel below the windowsill, spanning the width of the previously described architectural 
and decorative features, is a relief portraying Egyptians and foreigners wrestling as if to impress the king.  
A large smA-tAwy motif sits directly below the window, separating the two groups of wrestlers (Figs.17-18).  
The two men closest to the window sill are carved as if they had fought for the honor to support the king in 
the window on their arms.  The thicknesses of the two doorways on either side of the ‘Window of 
Appearance’ are decorated with reliefs of the king. The accompanying texts indicate the occasion for which 
he has appeared – for his father Amun-Re during the Valley and Opet Festivals.33   
During the latter part of Ramesses III’s reign, the façade of the ‘Window of Appearance’ was 
remodeled and redecorated.  The jambs of the doors were adorned with colored glass, faience inlays, tiles, 
and polychrome stones.34  Additions included a balcony, consisting of a stone platform that extended out to 
the columns of the portico, and a wooden porch structure (Fig. 14).35  At a later date the ‘Window of 
Appearance’ sustained damage, including the area directly beneath the window sill.  According to 
Hölscher, Daressy utilized a fragment of decorated sandstone with a relief of the smA-tAwy to fill in this area 
where the original motif of the same design once was (Figs. 19-20).  Hölscher states that this stone actually 
comes from the Ramesseum because this fragment is not the same type of sandstone as utilized at Medinet 
Habu and it matches up with another fragment of the same motif at the Ramesseum.36  Hölscher admittedly 
utilized other ‘Window of Appearance’ depictions to reconstruct what he believed the original ‘Window of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31 The “backside” of the ‘Window of Appearance’ that faces into the throne room. 
 
32 Epigraphic Survey, Medinet Habu Vol. II, The Later Historical Records of Ramses III, University of 
Chicago Oriental Institute Publications IX (Chicago: The University of Chicago Press, 1932), pl. 114. 
 
33 See below, Chapter 4, sections 4.3-4.4.  
 
34 Hölscher, Medinet Habu, III, 43. 
 
35 Ibid., Hölscher cites the remains of holes in the wall around the window where ropes would have been tied 
to uphold this “porch.” 
 
36 Ibid., 44. 
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Appearance’ looked like before it was remodeled late in the reign of Ramesses III, when the second palace 
was constructed (Fig. 14).37    
 
2.3  The ‘Window of Appearance’ as depicted in art 
 In the following sections I will discuss the architectural forms of the ‘Window of Appearance’ as 
depicted in art.  I will begin my analysis by discussing each individual architectural element that comprises 
the ‘Window of Appearance.’  For this, I will primarily use the depictions of the ‘Window of Appearance’ 
from the rock tombs at Amarna because they produced the most numerous and detailed examples of the 
window.  Post-Amarna representations contain only two architectural elements that do not occur in the 
earlier period, the continuous lintel at the top of the window and the very narrow balcony walls or jambs.  
After the individual elements are presented, an analysis of the evolution of the architectural form over time 
will be presented. 
 
2.3.1  The larger structure’s exterior wall with doorways, stairways and balustrades 
In many of the ‘Window of Appearance’ scenes what appears to be a ‘lower level’ or elevated 
platform is depicted as a structural wall topped with a cavetto cornice and flanked on either side by 
doorways with balustrades and stairways leading up to them.  This ‘lower level’, which in the artistic 
representations seems to represent a two story structure, may be an artistic rendition of the most 
characteristic architectural features around and below the window (Fig. 22).   
These elements are best understood in scenes where the Window of Appearance is not the focus of 
activity.  In these scenes of the ‘Windows of Appearance’ from the tombs at Amarna and talatat blocks 
from Karnak38 and Hermopolis,39 the ‘Window of Appearance’ is not part of the immediate focal point of 
the relief, but is instead depicted in the background unattended by the royal couple.  In these instances the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37 Undoubtedly he utilized the depictions from the private tombs at Amarna. 
 
38 Redford and Smith, Akhenaten Temple Project Vol. 1, 128-136, figs. 21, 24, pls. 61-65, 82; Jocelyn 
Gohary, Akhenaten’s Sed-Festival at Karnak (London: Kegan Paul International, 1992), 149-150. 
 
39 G. Roeder, Amarna-Reliefs aus Hermopolis Ausgrabungen der Deutschen Hermopolis-Expedition in 
Hermopolis 1929-1939 Band II (Hildesheim: Pelizaeus-Museum zu Hildesheim, 1969), 71, 208-209, 317, and blocks 
235/ VIC, 619/ VIII, Taf. 82; 436/ VIIA, Taf. 60; 138 and 202/VIIIA, Taf. 61; PC 125, Taf. 191; PC 127, Taf. 191; PC 
264, Taf. 207; PC 270, Taf. 208. 
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shutters are closed and the architectural layout is different than in the larger window scenes.  These smaller 
scenes seem to present a more realistic sense of the architectural layout of the various ‘Windows of 
Appearance’ from Amarna.  For instance, in the tomb of Meryre II, there is a scene of the king and queen 
standing outside of the palace and behind them, in the background, is a depiction of the ‘Window of 
Appearance’ (Fig. 24).40  Here the window appears more like a balcony elevated on a platform with two 
doorways flanking the base of the balcony and stairs and balustrades projecting off of either side of the 
platform.  While these unattended ‘Window of Appearance’ scenes may be more realistic in their portrayal 
of the architectural layout, Egyptian artistic convention and variability in representation by the ancient 
artists is still present.  I believe the most realistic portrayal of the frontal view of the ‘lower level’ of the 
‘Window of Appearance’ at Amarna occurs in the tomb of Meryre I (Fig. 25).41  In this scene, the window 
is depicted on a low, elevated platform that is indicated by a line slightly above the ground line defining the 
register for this portion of the depiction.  This implies that the balcony of the window was elevated slightly 
above the level of the doorways depicted on either side. 
When addressing the artistic depictions of the ‘Window of Appearance’ at Amarna, Kemp states:42   
In trying to unravel the elements in any of the El-Amarna architectural scenes it must constantly be borne in 
mind that they are truly impressionistic, attempting to convey the totality of a man’s experience of the 
building- its characteristic elements, the furnishings, the life lived within it, the impression of depth and 
complexity of layout but presented in such a way that the elements are reduced to a scheme which also 
satisfied the artist’s sense of composition.43 
 
Differences in the depiction of the lower portion of the ‘Window of Appearance’ structure are also 
addressed by Kemp.  He states that in certain instances when this lower level is expanded to a similar 
height as the window above, that it was the ancient artist’s method of depicting the view from inside the 
balcony platform.  According to Kemp, when viewing these variations it may “Lead one to conclude that 
the first group are combining both the inside and the outside views of the window.  Thus the lower part 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 Norman de Garis Davies, The Rock Cut Tombs at El Amarna: Part II, Tombs of Panehesy and Meryra II.  
(London: Egypt Exploration Society, 1905), pl. XL. 
 
41 Davies, Rock Tombs, Part I, pls. XXV, XXVI. 
 
42 Kemp, “Window of Appearance,” 91; the author states: “In whatever way one’s discussion proceeds, it 
seems inevitable that sooner or later the point is reached where a literal acceptance of the artistic evidence becomes 
untenable, if only because it is itself inconsistent.” 
 
43 Kemp, “Window of Appearance,” 89. 
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with its ramps, when included to illustrate the mechanism of the window, is the view seen from within of 
the platform on which the king stood.”44   
After the Amarna period the artistic depiction of the ‘lower level’ varies.  In the tomb of 
Neferhotep (TT 49), in a scene depicting king Ay in the “Window of Appearance,” the ‘lower level’ is 
relegated to an elevated platform or low wall adorned with a smA-tAwy and bound foreign captive motif and 
lacks the usual doorways (App. B, 16).  Other ‘Window of Appearance’ scenes depict the ‘lower level’ as a 
low and undecorated platform,45 sometimes topped by a cavetto cornice (App. B, 20, 21, 26-29).  In a 
depiction of the ‘Window of Appearance’ from the Memphite tomb of Horemheb the ‘lower level’ is 
portrayed as a low wall on top of a small platform (App. B, 15).  The low wall is portrayed as much wider 
than the window and is adorned with figures of Asiatics and Nubians with arms raised in adoration. On the 
viewer’s left side of the lower level, a small set of stairs lead up to a doorway that is depicted as taller than 
the ‘lower level’s’ wall, which may justify that this doorway46 was in all likelihood separate from the 
elevated “Window of Appearance,” perhaps at a lower level similar to the architectural layout at Medinet 
Habu (Fig. 13) or in wider depictions of the window from the tomb scenes at Amarna (Fig. 25). 
 
2.3.2  The parapet 
 Above the “lower level” of the ‘Window of Appearance’ is a low wall topped by a torus molding 
and a cavetto cornice that encloses the front of the ‘Window of Appearance’ is referred to as the ‘parapet.’  
This architectural feature probably projected out in front of the other architectural elements of the window, 
similar to a small bay window.  The parapet is always topped by a cushion or pillow.  The low parapet wall 
separated the king from the outside world, keeping the lower half of his body hidden, which could have 
functioned to symbolize his solar divinity as the sun god rising over the horizon.  Throughout the Amarna 
period, multiple ‘Window of Appearance’ scenes from the tombs of officials depict the front of the parapet 
adorned with the smA-tAwy and bound captive motif.  Variations do occur and other artistic motifs may 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 Ibid., 90. 
 
45 See Appendix B, 19, 21, 22. 
 
46 And the other doorway that would have likely been on the opposite side of the ‘lower level’ that is now 
lost. 
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adorn the parapet, which will be discussed in the next chapter.  Throughout the New Kingdom the artistic 
depiction of the architectural composition of the parapet remains almost unchanged (App. B, 1-32).  
 
2.3.3  The pillow  
 
A cushion or pillow is always depicted resting on top of the parapet (App. B, 1-32).  It served 
functionally to provide a soft surface on which the king could lean during ceremonial occasions.  I believe 
that the pillow and its decoration also had an important symbolic function.  This will be discussed in the 
section 3.14 in the following chapter.  
 
2.3.4  Doors or shutters 
 In ‘Window of Appearance’ scenes when the king is depicted within, there is no evidence of doors 
or shutters.  However, in wider views of buildings that incorporate the ‘Window of Appearance’ when it is 
not in use, two doors or shutters are depicted as closing the window (Figs. 24-25).  These doors seem to 
have been behind rather than above the parapet, since the cushion is visible in front of the shutters.  
Evidence that doors or shutters were present in the ‘Window of Appearance’ at Medinet Habu was found in 
the lintel of the window, where holes where they would have been affixed still exist.47  Artistic portrayals 
of the closed window do not occur outside of the Amarna period. 
 
2.3.5  The jambs 
 The jambs of the ‘Window of Appearance’ are narrow structural elements that rest above the 
elevated base of the window and frame both the parapet and the window.  These vertical structural supports 
are depicted as narrow walls that support either a ‘broken-lintel’ (Amarna period) or a continuous lintel 
(post-Amarna).  At the beginning of the Amarna period in representations of the ‘Window of Appearance’ 
from talatat at Karnak and in the tomb of Ramose, the jambs appear to be incorporated into the wider side 
walls (see section 2.3.6 below).  During this early period, both these elements are depicted at the same 
height and support a broken lintel topped by uraei.  Later in the Amarna period and in two Ramesside 
representations the jambs are depicted as taller than the side walls.  This may have been the ancient 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 Hölscher, Medinet Habu III, 40. 
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Egyptians’ way of indicating that the jambs were physically in front of the side walls and not actually taller.  
The earlier depictions of jambs from the Amarna period include very little decoration, while later in the 
private tombs at Amarna the jambs are adorned with the didactic names of the Aten, the king and queen, as 
well as accompanying epithets and exhortations.  After the Amarna period the jambs support the 
continuous lintels of roofed ‘Windows of Appearance’ and are ornamented with bands of alternating 
horizontal lines (App. B, 21, 32), or are undecorated (App. B, 18, 19, 22, 24, 30).  In the ‘Window of 
Appearance’ scenes of Ramesses III at Medinet Habu, neither the jambs or roofs of the window are 
portrayed, which has led some to conclude that these depictions portray a portable rostrum rather than a 
larger window that was part of a building (App. B, 25-29).  Other ‘Window of Appearance’ scenes from the 
immediate post Amarna and Ramesside periods incorporate columns rather than jambs and appear more 
akin to the traditional throne kiosks (App. B, 16, 23, 31).  
 
2.3.6  The side walls 
 
 The earliest artistic depictions of the ‘Window of Appearance’ portray both the previously 
described jambs and another architectural feature, side walls, which are usually wider than the jambs and of 
the same height (App. B, 2-4).  In the tomb scenes from Amarna and two rare Ramesside depictions, the 
side walls are shorter and thus clearly delineated from the jambs (App. B, 5-6, 8-13, 20, 32).  These side 
walls have been postulated to be the ancient Egyptians’ way of illustrating lower screen walls of a bay 
window,48 however, I believe they were projecting side walls off of a shallow bay that was fronted by the 
parapet.  The side walls are usually topped by a cavetto cornice with a band of uraei and solar discs.  These 
side walls are often depicted as ornamented with various motifs that were arranged to symbolically 
represent a microcosm of the king’s divine and earthly dominions.49  During the post-Amarna and 
Ramesside periods, the side walls are only rarely portrayed (App. B, 20, 23) and only a narrow jamb frames 
the ‘Window of Appearance’ and supports the continuous lintel above (App. B, 16, 19, 21, 22, 24, 29, 30). 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48 Norman de Garis Davies, The Tomb of the Vizier Ramose, Mond Excavations at Thebes 1 (London: Egypt 
Exploration Society, 1941), 32. 
 
49 This will be discussed in detail in Chapter 3. 
 
	   18	  
2.3.7   The ‘Broken-Lintel’ in the ‘Window of Appearance’ at Amarna 
 A new type of architectural design in doorways seen in the construction of the ‘Window of 
Appearance’ during the Amarna period is called the ‘broken-lintel’ (Fig. 27).50  This architectural element 
originates as early as the eleventh dynasty, evidenced by the remains of a fragmentary lintel excavated at 
the mortuary temple of Nebheptre Montuhotep II at Deir el Bahri.51  Beginning in the New Kingdom, the 
‘broken-lintel’ design became highly popular in secular and domestic architecture.  During the Amarna 
period this architectural element was favored by Akhenaten.  Instead of one solid lintel over an entrance or 
window, the structure consisted of the jambs supporting two cavetto cornices separated by an open space 
(Fig. 27).52  While the ‘broken-lintel’ architecture was most prevalent in stone, which is all that remains in 
the archaeological evidence at Karnak, Amarna, and Hermopolis, it is highly likely that it was also utilized 
in wooden construction.53  The ‘broken-lintel’ construction style was significant from a religious 
standpoint.   
 Akhenaten’s move away from Thebes and the traditional Amun-focused theology, to his new 
capital at Akhetaten was a motivating factor in the design of the buildings in the new city, which more than 
ever before, incorporated open air courtyards to worship the visible sun disc, the Aten.  This new focus on 
the Aten also influenced the design of both doorways and windows, and the use of the ‘broken-lintel.’  The 
most characteristic motif depicted over doorways of temples before the reign of Akhenaten was the winged 
sun-disc, traditionally symbolizing both Re and Horus.54  According to Larkin, the inclusion of the ‘broken-
lintel’ in both doors and windows at Amarna was possibly Akhenaten’s ingenious way of incorporating the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50 Diana Wolfe Larkin, The Broken-Lintel Doorway of Ancient Egypt and its Decoration, PhD. diss. (New 
York: Institute of Fine Arts New York University, 1994). 
 
51 Otto Koenigsberger, Die Konstruktion der ägyptischen Tur, Ägyptologische Forschungen (Hamburg: 
Glückstadt: J.J. Augustin, 1936), 64, fig. 76; Dieter Arnold, Der tempel des königs Mentuhotep von Deir el Bahari. 
Vol. I. Architektur und deutung. Archäologischen Veröffentlichungen 8  (Mainz am Rhein: Philipp von Zabern, 1974), 
23, figs. 15, 16, pl. 24b. Arnold infers that this architectural element likely came from a doorway.  If in fact this type of 
architecture was present in Mentuhotep II’s temple, it may also be possible that an architectural feature akin to the 
‘Window of Appearance’ may also have been incorporated.	  
 
52 Wolfe Larkin, Broken-Lintel Doorway, 20. 
 
53 Hölscher, “Erscheinungsfenster,” 50. The author points out that the kiosk decorated with an image of the 
queen [Nefertiti] smiting foreign captives portrayed on a boat in a tomb relief would have most likely been constructed 
of wood. 
 
54 Wolfe Larkin, Broken-Lintel Doorway, 48-52. 
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actual sun disk and its rays into the architecture.55  This removed the area where the winged sun disk 
usually was seen and replace it with his favored, naturally visible deity.  There is also the notion, proposed 
by Larkin, that the ‘broken-lintel’ may symbolically represent the akhet (Fig. 28) or the horizon, and that 
the doorways and windows with the Aten shining through the lintels may actually be rebus representations 
of the name of the city, ‘Akhet-Aten.’56  These doorways, together with the ‘Window of Appearance,’ may 
also have served a religious function in rituals associated with the cult worship of the Aten, as there are no 
known cult statues of the deity.  Larkin also proposes that the broken lintel symbolized a type of false 
door.57  If this is so, the deity could appear through the broken lintel bestowing its blessing on the royal 
family.  It could also receive offerings brought before the window.   
 During the New Kingdom there was an increased emphasis on kingship being equated with 
divinity, as evidenced by the story of Hatshepsut’s divine birth.58  As early as the reign of Tuthmosis III the 
connection of the king to the visible solar aspect of Re Horakhty, the sun disc, becomes prevalent.  This 
focus on the Aten, or the physical sun disc, continued to evolve and became embodied in one of 
Amenhotep III’s titles that referred to the king as “ the dazzling sun-disc.”  With Akhenaten, the evolution 
of this religious philosophy reached its apex, and the king became divinity incarnate, the son of the sun’s 
disc.  The divine connection of the king and the sun is evident in both texts and rituals involving the 
appearance of the king.  When the king appears in the ‘Window of Appearance,’ he appears in glory (hai), 
like the sun at dawn or dusk.59   
The use of the ‘broken-lintel’ therefore could have provided a gateway between the divine father, 
the Aten, and his divine earthly son.  This connection could have been emphasized with the use of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55 Ibid. 
 
56 Ibid. The author points out that other New Kingdom temples of Akhenaten’s predecessors had names 
pertaining to this concept of the horizon.  For instance, temples from the reign of Hatshepsut and Tuthmosis III are 
referred to as: “The Horizon of Eternity of Amun,” or “The Horizon of the God.” 
	  
57 Ibid., 53-55. 
 
58 This may also be attributed to the fact that Hatshepsut’s father, Thutmose I, was not in the direct line of 
succession for the throne.  Therefore, the divine birth story helped provide legitimation to both her and her father’s rule. 
 
59 Klaus P. Kuhlman, Der Thron im alten Ägypten: Untersuchungen zu Semantik, Ikonographie und Symbolik 
eines Herrschaftszeichens, Arbhandlungen des Deutschen Archaologischen Instituts, Vol. X (Glückstadt, J.J. Augustin, 
1977), 44; Larkin, Broken-Lintel Doorway, 56-57; The ancient Egyptians also associated the moment of the king’s 
coronation with the rising of the morning sun, see for instance, Redford, History and Chronology, 3-27. 
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‘broken-lintel’ and displayed to the public through the ‘Window of Appearance.’60  A religious ceremony 
from the Ptolemaic period, in which the king receives rejuvenation from the rays of the sun, referred to as 
the ‘Union with the Sun Disk’ (hnm itn), is associated with the ‘broken-lintel.’  The ‘Union of the Sun 
Disk’ ceremony was the high point of the New Year festival61 when both a statue of a deity and the king 
were unveiled to the rays of the sun and thus imbued with life and prosperity. Francois Daumas has pointed 
out that open air structures from the New Kingdom may have served as the location for such a ceremony.  
One possible example is a rooftop chapel at the Akh-Menou, the festival temple of Tuthmosis III at Karnak.  
I am in agreement with Kemp that the movement of the sun throughout the day would have governed 
where Akhenaten would have appeared, in one of numerous ‘Windows of Appearance,’ as if the sun was 
following his movements and bestowing its regenerative powers upon him and the royal family.62  It may 
also be the case that the decoration around the window indicated that the occasion of the king at the 
window corresponded with a certain festival for which we have no record at Amarna.  The presence of the 
floral garlands around both the Aten and the ‘Window of Appearance’ in the reliefs from the tomb of Huya 
and Merye may support this notion (App. B, 12-13). 
In artistic representations of the ‘Window of Appearance’ the broken lintel is adorned with torus 
molding, followed by a register of royal cartouches, and finally a cavetto cornice topped with uraei with 
sun discs (App. B, 5, 10, 13).  As noted before, in the early ‘Window of Appearance’ scenes from 
Akhenaten’s reign, on each side of the window the side walls and jambs are at the same height and support 
a single broken lintel.  Later, after the king moved to Amarna, the jambs framing the window support the 
broken lintels.  After the Amarna period the ‘broken-lintel’ is not present in depictions of the architectural 
makeup of the ‘Window of Appearance.’   
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60 Larkin, Broken Lintel Doorway, 57-58. 
61 Concerning this ritual see, Maurice Alliot, “Le culte d’Horus à Edfou au temps des Ptolemémées I,” 
Bibliothèque d'étude XX, 1, (Cairo: Institut français d’archéologie orientale, 1949), 274-277, 306-307, 344-421, 353-
354, 419-420. 
62 Kemp, “The Window of Appearance,” 97-98. 
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2.3.8  Continuous lintel 
 In representations of the ‘Window of Appearance’ from the post-Amarna and Ramesside periods 
the jambs framing the window and parapet are depicted supporting a single continuous lintel that with a 
cavetto cornice roof topped in some instances by uraei with solar discs (App. B, 14, 20-23, 30, 31).  In only 
one instance, on the stela of Mosi, no uraei are depicted atop the solid lintel roof (App. B, 19).  Sometimes 
depictions of the solid lintel in the post-Amarna ‘Window of Appearance’ scenes portray a band of grape 
clusters hanging below the lintel (App. B, 16, 21, 30). 
 
2.3.9  Interior columned hall     
 In the ‘Window of Appearance’ scenes from the Amarna period four or six columns with 
palmiform (App. B, 2, 5, 8, 9, 10, 13) or papyriform capitals (App. B, 3, 4, 11, 12) and pennons uphold a 
roof depicted above the broken lintels.  This roof may be continuous or, like the ‘broken lintel,’ open to the 
sky.63  In these depictions I agree with Davies64 that the columns portrayed are not upholding a roof over a 
projecting bay window, but are columns from a columned hall within a larger building of which the 
‘Window of Appearance’ was a part.  After the reign of Akhenaten these architectural features are only 
portrayed in one other scene, from the tomb of Neferhotep (TT 49), in which Ay’s queen is depicted 
leaning out of the window attached to a larger structure.  Here the columns are depicted as upholding the 
roof that is elevated above the walls of the ‘Window of Appearance’ allowing for clerestory lighting from 
the outside (App. B, 17). 
 
2.3.10  Portico or canopy roof and columns 
Another architectural element of the ‘Window of Appearance’ seen in nearly all of the private 
tombs at Amarna (App. B, 4-6, 9-13), and rarely from the reign of Ay (App. B, 17) and Ramesses II (App. 
B, 20), is a projecting roof with columns that perhaps represents a porch, awning or a columned portico.  It 
appears in some of the scenes that the back of this porch roof rests on the roof of the palace (or other larger 
structure of which the window was a part) (App. B, 11, 12, 20), and was supported on its front or projecting 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
63 See Gnirs,“In the King’s House,” 183. 
 
64 Davies, “Place of Audience,” 52. 
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end by multiple columns with papyriform or lotus capitals. 65  Other scenes appear to show the porch roof 
as independent of the larger structure (App. B, 10, 13, 17).  I believe that in some of the portrayals from the 
Amarna period these architectural features of the ‘Window of Appearance’ (Fig. 25) are in actuality a 
projection of the main building’s roof and thus are more like a columned portico.  This is similar to the 
architectural layout of the ‘Window of Appearance’ at Medinet Habu (Figs. 13, 14).  
 
2.4  The evolution of the artistic portrayal of the architectural makeup of the so called ‘Window of 
Appearance’ 
 
In private tomb scenes as early as the reign of Sesostris I, the king is depicted on a throne dais 
enclosed in a kiosk, whereas in earlier periods this image was restricted solely to royal monuments.66  This 
type of portrayal of the king in private tombs becomes increasingly popular during the eighteenth dynasty 
at Thebes, where the deceased appears before either the king or Osiris seated within a kiosk.67  The king 
may be depicted alone within the kiosk or accompanied by a seated or standing figure of a deity, such as 
MAat or Mut, or a royal woman, usually the queen or the royal mother.68  These baldachin structures 
consisted of an elevated dais or platform upon which one or two thrones sat within the kiosk.  The kiosk 
was composed of multiple columns that supported a canopy or roof with a cavetto cornice lintel (Fig. 21).69  
These baldachins are adorned with religious and royal symbols meant to emphasize and protect the divinity 
of the king.  According to Kuhlman:  
The king’s enthronization upon a dais was intended to recall and reenact the “first time” (zp tpj), i.e., the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 Scholars such as Davies (“The Place of Audience,” 53-54) and Redford (Akhenaten Temple Project, Vol. 1, 
1977, 128-134), believe a small canopy-like structure upheld by columns would have projected from the front of the 
window.  Or they could represent a roof similar to a kiosk that was not connected to the larger structural wall of the 
palace or temple; for this notion see, Kate Spence, “The Palace of el-Amarna: Towards an architectural analysis,” in ed. 
Rolf Gundlach and John H. Taylor, 4th Symposium on Egyptian Royal Ideology: Egyptian Royal Residences 
(Wiesbaden: Harrassowitz Verlag, 2009), 165-187. 
 
66 See for instance, Norman de Garis Davies and Alan Gardiner, The Tomb of Antefoker, Vizier of Sesostris I, 
and of his Wife Senet (No. 60), The Theban Tomb Series 2, (London: Egypt Exploration Society, 1920), pl. 16.  
 
67 Nina de Garis Davies, The Tomb of Huy, viceroy of Nubia in the reign of Tut’ankhamun (no. 40), The 
Theban Tomb Series 4, (London: Egypt Exploration Society, 1926), 10-11, pl. XXII; Norman de Garis Davies, The 
Tomb of the Vizier Ramose, Mond excavations at Thebes 1 (London: Egypt Exploration Society, 1941), 27-30, pl. 
XXIX. 
 
68 As in Theban Tomb 226, the tomb of Heqareshu, see, Davies, “The Place of Audience in the Palace,” 53. 
 
69 Klaus P. Kuhlman, “Throne,” UCLA Encyclopedia of Egyptology, 
http://digital2.library.ucla.edu/viewItem.do?ark=21198/zz0026w9gt, (accessed, May 12, 2011). 
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establishment of cosmic order and equilibrium (MAat) when the sun god descended upon the primeval hill and 
created the world in its proper god-given state.70 
  
 The decorative program of the kiosks include: foreign captives, the srx motif, rekhyt birds, smA-
tAwy, djed and ankh signs.  The floral and vegetal elements incorporated on these kiosks include lotus and 
papyrus columns, bands of grape clusters, 71 and floral garlands symbolizing solar divinity, rebirth, the 
regenerative powers of the sun, and its ability to bring renewed fertility to the land.72 Many of the 
iconographic symbols on the baldachin and throne also function to protect the king,73 since the king’s 
appearance in public made him more susceptible to the forces of isfet, which were present in the world 
outside of the main sanctuaries of the residential palace or temple.  This concept also applies to the various 
different architectural features of the  ‘Window of Appearance’ that physically separated the king from his 
subjects and the chaotic forces outside of sacred and ritual space of the residence or temple. 
Differences in depictions of the structure commonly identified as the ‘Window of Appearance’ 
may represent changes in its form, artistic license and convention, or be evidence, especially at Amarna, of 
the existence of more than one ‘Window of Appearance.’  In analyzing the depictions of the architectural 
features of the ‘Window of Appearance’ based on all known scenes from the New Kingdom I have 
identified five types of artistic renditions of the architectural makeup of this structure. The five types of 
artistic portrayals of the ‘Window of Appearance’ that will be described below are: 1) the earliest 
representations which resemble the traditional baldachin or throne kiosk; 2) the ‘Window of Appearance’ 
with jambs and side walls at the same height under a single broken lintel; 3) the ‘Window of Appearance’ 
with jambs under a broken lintel and shorter side walls, 4) the ‘Window of Appearance’ with jambs under a 
continuous lintel; and 5) the ‘Window of Appearance’ depicted similar to a speaker’s podium.  
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70 Kuhlman,“Throne,” 2. 
 
71 For more on the symbolism of grape clusters and vines in royal architecture see, Patrick Salland, 
Pharaoh’s Grapes (unpublished M.A. thesis, University of Memphis, 2002), 75-79. 
 
72 Vegetal symbolism is also associated with Osiris and the concept of rebirth; see for instance, Alix 
Wilkinson, The Garden in Ancient Egypt (London: The Rubicon Press), 1998. 
 
73 Most notably the presence of the uraei on the cavetto cornice; For this general concept as depicted on 
chariots, palanquins, and other venues of the king’s appearance look for a forthcoming article by Amy Calvert, Vehicle 
of the Sun (Personal correspondence, April 3, 2011). 
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The ‘Window of Appearance’ was clearly influenced and adapted from the throne kiosks, as the 
decorative programs are fairly similar.74  The main difference between the baldachin and the true ‘Window 
of Appearance,’ based on both artistic representations and physical remains, is the architectural 
construction, which is integrated into a larger architectural feature, such as a palace or temple, rather than 
being a freestanding structure.  
What may be an example of my first form is found in the Theban tomb of Parennefer (TT 188) 
(App. B, 1).75  A fragmentary scene on the north wall of the tomb depicts an unusual structure similar to a 
kiosk with thin columns topped by a double lotus capital.  There are outlines of the king’s hands, one 
resting on the parapet, the other is raised palm down in a gesture of acknowledgment towards Parennefer.76  
While this structure appears more akin to a lightweight baldachin, the scene is too fragmentary to determine 
whether it was originally a stand-alone baldachin or part of a larger structure.77  It is clear however, that this 
is not the traditional open throne kiosk, as it has a parapet, or as Redford refers to it, as a “screen wall.”78  
While the evidence for a change in the architecture of the venue of royal appearance is ambiguous in the 
tomb of Parennefer, the new form is clearly illustrated in the tomb of Ramose (TT 55). 
What may be the first artistic depiction of a true ‘Window of Appearance’ comes from early in the 
reign of Akhenaten while he is still ruling from Thebes.79  Talatat excavated from the ninth pylon at 
Karnak have been reassembled to reveal a fragmentary depiction of a ‘Window of Appearance’ (App. B, 
3).  In this scene Akhenaten and Nefertiti stand within the window which is depicted with a cushioned 
parapet and jambs and side walls of the same height under broken lintels.  Rather than a tomb, the talatat 
came from the sanctuary of Teny-Menou, a small temple that originally may have evolved from the small 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
74 The use of grape clusters beneath the roof, foreign captives, the srX motif, rekhyt birds, are just a few of the 
similarities present in the decorative program employed in both the ‘Window of Appearance’ and the baldachins or 
throne kiosks. 
 
75 Asunta Redford, Theban Tomb No. 188 (The Tomb of Parrennefer): A Case Study of Tomb Reuse In The 
Theban Necropolis (PhD diss., Pennsylvania State University, 2006), 26; This tomb dates to the first five years of 
Akhenaten’s reign. 
 
76 Ibid., 26. 
	  
77 Further insight into this issue may be forthcoming in the full publication of the tomb by Susan Redford that 
is expected this year. 
 
78 Redford, Tomb of Parennefer, 26. 
 
79 Type 2. 
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temple palaces connected to Theban mortuary temples80 and was likely similar in construction to the layout 
of the small Aten temple at Amarna.81  
In the tomb of Ramose on the northern side of the west wall is a depiction of Akhenaten within a 
traditional throne kiosk or baldachin, seated on a block throne with the goddess MAat seated behind him 
(Fig. 21). Two tall, thin columns with lotus capitals uphold a cavetto cornice roof topped with uraei above 
the roof.  I believe that the taller columns are supporting a porch that projects out from the front of the 
baldachin toward the supplicants facing the king.  This depiction of the king was abandoned before being 
completed in favor of a depiction of the new architectural feature that became an essential part of 
Akhenaten’s new religious theology – the ‘Window of Appearance.’82  In the scene on the southern end of 
the wall, the king and queen are portrayed in a more robust construction that appears to be a part of a larger 
structure (App. B, 2).83  This portrayal of the ‘Window of Appearance’ depicts jambs and side walls at the 
same height framing the window and topped with a uraeus frieze above a cavetto cornice.  Above each side 
of the lintel two palmiform columns flanked by solid walls support a separate roof.   
One last ‘Window of Appearance’ scene from the early part of Akhenaten’s reign is from the 
sanctuary of Teny-Menou at Karnak and predates the move to Amarna.  This scene depicts a jamb and side 
wall of the same height with a single broken-lintel on either side of the window (App. B, 3).84  After 
Akhenaten moved his administration to his new capital of Amarna, the artistic rendition of the architectural 
layout of the ‘Window of Appearance’ changes once again.   
The ‘Window of Appearance’ is depicted in the tombs of the nobles at Amarna in its most 
recognizable form.85  All the elements of this form – “lower level,” cushioned parapet, jambs and side 
walls, doors or shutters, broken lintel, roofed building with columns, and porch or portico – have been 
discussed in the preceding sections, so I will mention here only a few points that distinguish these 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
80 Barry J. Kemp, Ancient Egypt: Anatomy of a Civilization (London: Routledge, 1989), 204. 
 
81 Vergnieux and Gondran, Amenophis IV, 124-125. 
 
82 Norman de Garis Davies, The Tomb of the vizier Ramose, Mond excavations at Thebes 1, (London: Egypt 
Exploration Society, 1941), 30. 
 
83 Ibid., 32. 
 
84 Vergnieux and Gondran, Amenophis IV, 178. 
 
85 Type 3. 
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depictions from those found at Thebes.  At Amarna, depictions of the ‘Window of Appearance’ first 
incorporate the side walls and jambs at different heights (App. B, 5-13).86  In some scenes the side walls are 
thin, almost as narrow as the jambs (App. B, 8, 11, 12).  Throughout the New Kingdom, the ‘Window of 
Appearance’ is frequently, although not always, portrayed within the larger architectural setting in which 
the window was situated.  At Amarna this setting usually has an open courtyard on one side of the side of 
the window (Fig. 25; App B, 5, 6, 8-13).  Courtiers and foreign dignitaries stand below the king to receive 
their rewards in this courtyard.  The opposite side of the window may depict architectural details such as 
unoccupied thrones, tables of food, bedchambers, and activities typical of a royal residence.   
The Amarna artistic influence continues to be seen in ‘Window of Appearance’ scenes throughout 
the New Kingdom, albeit in a modified form.  In a scene from the Memphite tomb of Horemheb, 
Tutankhamun and his queen stand in a structure that is reminiscent of the traditional throne kiosk or 
baldachin (App. B, 14).87  They are portrayed on an elevated dais with a small stairway and balustrade 
projecting in front.  Unlike the Amarna precedents, they are depicted standing in front of the cushioned 
parapet, while the king leans over greeting Horemheb.  The portrayal of the ruler in this manner, in front of 
the parapet, is also seen in depictions from the reigns of Ramesses II, Ramesses III and Ramesses IX.88  I 
believe that in reality the royal figures in these scenes were standing behind the parapet and are rendered 
this way for a specific purpose, which I will address later in this chapter.  The scene with Tutankhamun is 
too fragmentary to tell if the ‘Window of Appearance’ is more akin to an independent kiosk or is part of a 
larger structure.89 
In scenes from Ay’s reign, the king and queen, or in once instance, the queen alone, are depicted 
behind the pillow-topped parapet in elaborately ornamented windows (App. B, 14-18).90  Where these 
scenes depart from the depictions found at Amarna is in their portrayal of the architectural structure.  The 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
86 Norman de Garis Davies, The Rock Tombs of El Amanra, Parts I-VI, (London: Egypt Exploration Fund, 
1905-1908), passim. 
 
87 Martin, Tomb of Horemheb I, pl. 112. 
 
88  See Appendix B, no. 16, 22, 30,  24-29. 
 
89 It appears as if there may be a side wall depicted by a separate line outside of the viewer’s left column of 
the structure.   
 
90 Norman de Garis Davies, The Tomb of Neferhotep at Thebes. (New York: Metropolitan Museum of Art, 
1933. Reprint, New York: Arno Press, 1973), 20-21, 23-26, pls. I, IX, XIV. 
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king still stands in the window behind a parapet, but instead of jambs and side walls, a single vertical 
element, either a jamb or narrow side wall, frames the parapet and window and supports a continuous 
lintel.91  The side walls appear solid, which may indicate that it is part of a larger structure.  The evidence 
for this is based on a scene which depicts the queen rewarding Meryet-Re from a canopied window 
portrayed as a part of a larger structure (App. B, 17).92  This architectural form, with the single jamb or side 
wall and continuous lintel continues in scenes throughout the rest of the New Kingdom. 
The final variation on the ‘Window of Appearance’ first appears in a scene from the reign of 
Horemheb in the tomb of another Neferhotep (TT 50).93  Here the king stands beside what resembles a 
podium with a pillow on top of it, holding the crook and flail in his left hand while he reaches out his right 
hand in greeting (App. B, 18).94  The podium parapet has no decorative features other than a torus molding 
and cavetto cornice.  No walls or columns are depicted. 
More condensed renderings (Type 4) of the ‘Window of Appearance’ also occur in the reign of 
Seti I, Ramesses II, Ramesses III and Ramesses IX on private funerary stelae (App. B, 19, 22), ostraca 
(App. B, 31), temple reliefs (App. B, 24), and in tombs (App. B, 21, 23, 30).  In these scenes, less emphasis 
is placed on the dais, which is now portrayed as a small platform, and the window appears more like a 
roofed speaker’s podium with a pillow.  These windows also lack decorative elements characteristically 
seen on the parapet and on the jambs around the window.  On the stela of Hor-min,95 Seti I is depicted 
within the window behind the pillow and parapet (App. B, 19), while on the stela of Mosi, Ramesses II is 
depicted as standing in front of the parapet with his left arm resting on the pillow while he tosses 
commodities to Mosi and a group of soldiers (App. B, 22).96  
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92 Ibid., 23-26, pl. XIV.  
 
93 Type 5. 
 
94 Robert Hari, La tombe thébaine du père divin Neferhotep (TT 50) (Geneva: Editions de Belles-Lettres, 
1985), pl. VI. 
 
95 “Hormin,” The Louvre, http://cartelfr.louvre.fr/cartelfr/visite?srv=car_not_frame&idNotice=17611, 
(accessed February 10, 2011). 
  
96 Labib Habachi, Features of the Deification of Ramesses II, (Glückstadt, J.J. Augustin, 1969), fig. 17. 
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At Medinet Habu, reliefs depicting Ramesses III in various military settings portray the king 
standing beside a structure that appears more like a podium on a small, elevated dais than the larger 
architectural structure of the ‘Window of Appearance’ (App. B, 24-30).97 In these scenes the parapet is 
sometimes decorated in the manner characteristic of other ‘Window of Appearance’ scenes, with bound 
foreign captives, while sometimes it is undecorated. The latest example of ‘Window of Appearance ‘of 
which I am aware is on an ostraca of Ramses IX.  Here we see the king standing beside what appears to be 
cushioned podium within a kiosk with double open lotus columns holding a solid lintel roof.  The ‘Window 
of Appearance’ structure itself lacks any characteristic decoration on the parapet. 
In order to determine whether these later scenes represent a small enclosed kiosk (Type 4), or 
simple podiums (Type 5), or are abbreviated portrayals of a window balcony attached to a larger structure, I 
will briefly discuss how we interpret artistic representations of architecture in ancient Egyptian art.  When 
viewing the ‘Window of Appearance’ scenes from the tombs at Amarna and other sources, one must not 
interpret representations of architecture literally.  This is due to the fact that ancient artists attempted to 
show all elements of the architectural composition of the window and its environs in one condensed scene 
(Fig. 22).  As Schäfer said, the ancient Egyptians tried to depict all elements of architecture in one scene 
and “often it is desired not only to show the arrangement of the rooms and the imposing doors, but also to 
include rather more of the elevation, for example the roof and the columns.”98  According to Kemp, modern 
reconstructions should take into account not only evidence from relief, but also architectural remains, and, 
as he points out, any literal interpretation of these artistic renditions is flawed.99  However, I am of the 
opinion that the most accurate portrayal of the architecture of the ‘Window of Appearance’ at least as 
created by the ancient artist, is found in the previously described scene from the tomb of Meryre.100  The 
variation seen in the wider views of the unattended window’s architecture as well as the depiction of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
97 Type 5. Epigraphic Survey, Medinet Habu, Vol. I (Chicago: Oriental Institute Publications 136, 2009), fig. 
22, pls. 22, 29, 42; Epigraphic Survey, Medinet Habu, Vol. II (Chicago: Oriental Institute Publications 136, 2009), pls. 
75, 96;  
 
98 Heinrich Schäfer, Principles of Egyptian Art, Rev. ed. Emma Brunner-Traut, trans. John Baines.  
(Oxford: Clarendon Press, 1974. Reprint, Oxford: Griffith Institute, 1986), 129. 
 
99 Kemp, “The Window of Appearance,” 89. 
	  
100 See figure 25. 
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window with the king and queen within as found in the private tombs, illustrates the variability of artistic 
license by the ancient artisans.  I believe that the variation in portrayal of the architectural composition of 
the ‘Window of Appearance’ can also be attributed to the likelihood that there were many ‘Windows of 
Appearance’ in any given royal city or mortuary complex.  I also believe that the differences seen in the 
depiction of the architecture of the ‘Window of Appearance’ in the New Kingdom are influenced by the the 
space allotted for the window.  Furthermore, I am of the opinion that the architecture of the ‘Window of 
Appearance’ varies depending on the archaeological and ritual context in which it is represented.  The more 
abbreviated enclosed parapet portrayal of the window with no decorative elements as seen on the stelae of 
Mosi and Hor-Min, may be due to a lack of space.   
During the Amarna period more importance was placed on the architectural elements of the 
window and its larger structure.  This was not only a product of the new, more ‘naturalistic’ artistic style 
characteristic of Akhenaten’s reign, but also due in part to the religious theology of the king.  Akhenaten’s 
monumental architecture at Karnak, and more significantly at Amarna, was vital to his new theology 
centered around the Aten, as the buildings embodied the domain of the Aten, or the akhet of the Aten.  
Therefore, it makes sense that the king chose to emphasize the architecture of his new city, and more 
specifically the ‘Window of Appearance,’ as it embodied both his and the Aten’s earthly and cosmological 
domain.  However, after the Amarna period, less emphasis was placed on the architectural features of the 
window, and there was a return to traditional depictions of the king where more emphasis was placed on his 
body.  From the end of the Amarna period into the Ramesside period, the king’s body became the 
overpowering symbol of military might and divine kingship.’ In scenes where the king is portrayed as 
standing beside or in front of the ‘Window of Appearance,’ in actuality he is standing behind the pillow and 
parapet (App. B, 14, 18, 22-31).  When Tutankhamun, Horemheb, Ramesses II, Ramesses III, and 
Ramesses IX portray themselves as standing in front of the parapet this indicates a return to the primacy of 
the full figure of the royal person.   
One of the main questions encountered with regard to the ‘Window of Appearance,’ at least as it 
concerns Amarna, is what it actually looked like architecturally.  In his article, ‘The Window of Appearance 
at El-Amarna and the Basic Structure of This City,’ Kemp sees as flawed any reconstruction that uses 
artistic depictions of the architecture of the ‘Window of Appearance’ to recreate architectural plans in a 
	   30	  
modern drawing, but does not take into consideration any known archaeological remains of the structure 
(Figs. 35-39).101  
Ultimately, Kemp avoids a possible artistic reconstruction of the architectural layout of the 
‘Window of Appearance’ at Amarna because he states that the reconstructions, such as those of Anus and 
Greener102 for the window at Karnak, do not reflect any architectural remains excavated.  Greener’s 
reconstruction of the ‘Window of Appearance’ based on artistic portrayals of the window from the talatat 
recovered at Karnak and likely the portrayals from Amarna as well, is a literal one, making the window 
accessible on the outside by stairwells on either side of the balcony (Fig. 35).  Kemp utilizes the one extant 
example of a ‘Window of Appearance’ from Medinet Habu to analyze the artistic rendering of the 
architectural elements.  He indicates that it offers a parallel “[Enabling] both the portico and the ramps of 
the lower part to be regarded legitimately as attempts to combine the total architectural context with an 
external view in a way which also symbolically enhanced the status of the window.”103  In considering a 
more reasonable portrayal of the architectural elements of the ‘Window of Appearance,’ Kemp indicates 
that it is pertinent to look at the wider scenes of the temple architecture depicted in the tombs at Amarna 
and on talatat blocks from Karnak104 and Hermopolis.105   
 
2.5  The theoretical connection between the ‘Window of Appearance’ and the double false door  
As previously noted in the first section of this chapter, windows, apertures and doorways are 
closely associated in symbolic religious function.  In an unpublished article, Stephen Harvey addresses the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
101 U. Hölscher, “Erscheinungsfenster,” 43-51; Redford and Smith, Akhenaten Temple Project, 128-132, figs. 
21-23; Vergnieux and Gondran, Amenophis IV, 126-131; Kemp, Anatomy of a Civilization, 212, fig. 73; F.J. 
Weatherhead, Amarna Palace Paintings (London: Egypt Exploration Society, 2007), 215-218, pl. 40. 
 
102 P. Anus, “Un domaine thèbaine d’èpoque « amarnienne » sur quelques blocs de remploi trouvès à 
Karnak,” BIFAO 69 (1971), 69-88; L. Greener’s reconstructions in Donald B. Redford, “Reconstructing the temples of 
a heretical Pharaoh,” Archaeology, 28 (1975), 16-22; Redford and Smith, Akhenaten Temple Project, 129-131, figs. 21-
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103 Kemp, “The Window of Appearance,” 90. 
 
104 Redford and Smith, Akhenaten Temple Project, 128-136; figs. 21, 24; pls. 61-65, 82; Gohary, Akhenaten’s 
Sed-Festival, 149-150, figs. 145-147, 150-151, 154, 155, pls. LVII, XCII, XXIV. 
 
105 Roeder, Amarna-Reliefs, 71, 208-209, 317, and blocks 235/ VIC, 619/ VIII, Taf. 82; 436/ VIIA, Taf. 60; 
138 and 202/VIIIA, Taf. 61; PC 125, Taf. 191; PC 127, Taf. 191; PC 264, Taf. 207; PC 270, Taf. 208. 
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symbolic layout and decoration of private houses of officials at Amarna. 106   Harvey proposes that these 
private houses were symbolically designed to mimic both the owner’s tomb and the royal palaces at 
Amarna.  
Several large houses at Amarna contained double doorways in their ‘Broad Hall’ and double false 
doors crowned with a supraporte lunette mimicking the actual doorways decorated the walls (Fig. 29).  A 
supraporte is a lunette shaped decorative motif that consisted of a lattice-work window covering feature 
over a doorway to allow air flow in houses.  This supraporte107 motif above double false doors is also seen 
in Ramesses III’s mortuary temple at Medinet Habu in the main sanctuary, and behind the throne platform 
in the temple-palace that connects to the ‘Window of Appearance’ (Figs. 30-31).108  The false door with 
supraporte motif is not limited to domestic houses and temples, it can also be found in funerary contexts, 
such as in the tomb of Huya at Amarna (Fig. 32).109  The supraporte is also depicted in some palace scenes 
from the tombs of officials at Amarna.  For instance in the tomb of Meryre I, centered at the bottom of the 
third register, above the ‘Window of Appearance’ register, is a depiction of a doorway that I believe opened 
from the rear of the ‘Window of Appearance’ chamber into the columned dining room behind it.  
Interestingly there is another doorway that is depicted behind (above) the dining room that is topped with a 
supraporte leading to a corridor off which several small chambers are shown.110  This architectural layout 
of the ‘Window of Appearance’ and the room behind it where the two thrones and supraporte are depicted 
is similar to the layout of the first palace of the ‘Window of Appearance’ at Medinet Habu (Fig. 26).111 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
106 Stephen Harvey, “Visiting The House on Earth:  The Ancient Egyptian Domestic Nexus Between This 
World and the Next,” unpublished manuscript (2006). 
 
107 See above, section 2.3, 27; also, Hölscher, Medinet Habu, III, 27. 
 
108 Ibid., 17, 20, 26; figs. 14, 27-28, 48; pl. 37. 
 
109 Davies, Norman De Garis, The Rock Tombs of El Amarna Part III. The Tombs of Huya and Ahmes, 
(London: Egypt Exploration Society, 1905), pl. 19. 
 
110 This motif is commonly seen above double false doors and the main doors in households at Amarna, and 
at Medinet Habu above a double false door in throne room behind the throne dais in the mortuary temple-palace of 
Ramesses III; See below, section 2.6. 
	  
111 Hölscher, Medinet Habu, Vol. III, pls. 8, 9, 26, 28; I also believe the two doorways flanking the central 
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In the house of Ramose at Amarna, there are two of these double false doors, one on the west wall 
and one on the east wall.  On the eastern wall of the house texts above the other false doors praise the king 
as a manifestation of the Aten, who rises every day like the sun disc. 112  As early as the late Predynastic 
period the false door was utilized as a symbolic gateway or aperture to allow the soul to emerge at dawn or 
“come forth by day.”113  According to Harvey, “False doors located in both tomb and house were zones of 
transition between the two realms, which additionally serve to reinforce the religious and political ideology 
of the city.”114  I believe they also reinforce the role of the king as the divine son of the sun disc, he is, “like 
the Aten, who rises for us everyday.”115   
I also believe this concept of a false door may apply to the ‘Window of Appearance’, as a 
decorative feature observed on the window is a niched façade or srx motif on the base of the parapet,116 the 
bases of the two side walls framing the window or in the columned room directly behind it.117  Could these 
niched façade motifs be symbolic of not only the palace but a false door?  This seems possible when 
considering two instances in particular.  The first is in the depiction of Akhenaten and Nefertiti in the 
‘Window of Appearance’ scene from the sanctuary of Teny-Menou at Karnak.118  In the lower right hand 
side of the scene, adjacent to the base of the right side wall, is a double false door surmounted by a 
supraporte.  When considering other ‘Window of Appearance’ scenes with a supraporte door from Amarna 
and Medinet Habu, the depiction on the talatat from the Teny-Menou may have been meant to indicate that 
this feature was behind the window in the throne room (Fig. 25).  
The symbolism of double false doors being placed on the east and west walls of private houses of 
officials and its presumed link with the rising and setting of the sun when applied to the ‘Window of 
Appearance’ could indicate that it served not only as a symbolic horizon for the rising of the sun (i.e. the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
112 Stephen Harvey, “Visiting The House on Earth,” unpublished manuscript, n.d., 19. 
 
113 Ibid., 20. 
 
114 Ibid., 29. 
 
115 “Die Inschriften,” in Borchardt and Ricke, Die Wohnhäuser in Tell el-Amarna, 340-346. This concept also 
holds true to the other New Kingdom kings as the manifestation of Amun-Re. 
 
116 See Appendix B, 20. 
 
117 See Appendix B, 3, 4,10, 20, 21. 
 
118 See figure 23. 
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king being present perhaps at dawn opening the shutters of the window and appearing in glory as the sun 
disc does on the horizon), but also it is possible that the ‘Window of Appearance’ acted as a symbolic 
gateway between the earthly realm and the realm of the divine.119  The presence of the double false doors 
behind the ‘Window of Appearance’ in the throne room at Medinet Habu along with those that are possibly 
represented as behind the ‘Window of Appearance’ in the Amarna private tombs may support this 
hypothesis.  Furthermore, the ‘Window of Appearance’ scene from the Teny-Menou and the niched façade 
motif depicted at the base of the side walls or parapet in a few other scenes, may provide further evidence.   
That the ‘Window of Appearance’ could have functioned as a liminal point between the earthly 
and divine realm of the king, is hinted at in the symbolism and textual references from the New Kingdom. 
In a copy of the Book of the Dead from the New Kingdom there is an anthropomorphic god depicted with a 
sun disc on his head.  He is seated on what appears to be seated on the Axt sign, or the horizon between two 
open shutters (Fig. 34).  Schäfer cites another instance in which this motif is depicted with just the sun disc 
emerging through a window or door with open shutters under a torus molding and cavetto cornice (Fig. 
34).120  These motifs are meant to symbolize the ‘Gate of Heaven,’121 which is often associated with shrines 
of the divine cult image, but their similarity to the ‘Window of Appearance’ is uncanny.  Taking this notion 
into consideration with the presence of the niched façade motif and supraporte above double false doors, it 
is possible that the appearance of the king in the ‘Window of Appearance’ may have corresponded to the 
rising or setting of the sun and passage from the divine realm into the earthly one.  
 
2.6  Possible locations for the ‘Window of Appearance’  
As previously mentioned in chapter one, a lot of ink has been spilled over the origin of the 
‘Window of Appearance.’  Discussion about where it would have been located structurally and the type of 
building of which it was a part are of particular interest.  Kemp has stated that any approach in choosing a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
119 I believe the setting of the sun behind the temple palace and the ‘Window of Appearance’ could have been 
the moment when the shutters or doors of the window were shut and the king retired to the bedroom attached to the 
throne room behind to symbolically enter the Am-dwAt like the sun god.  For the symbolism behind gates in ancient 
Egypt see, Jan Assman, Death and Salvation in Ancient Egypt, Translated from the German by David Lorton. (Ithaca 
and London: Cornell University Press, 2005), 191, 334-335, 336-337, 339, 469 n.13. 
120 Heinrich Schäfer, Principles of Egyptian Art, rev. ed. Emma Brunner-Traut, trans. John Baines (Oxford: 
Clarendon Press, 1974, reprint, Oxford: Griffith Institute, 1986), 218, figs. 228-229. 
 
121 Ibid. 
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location for the ‘Window of Appearance’ at Amarna based on the excavated foundation plans, and 
altogether disregarding the artistic depictions of the window must be flawed.122  The next section will 
summarize the various locations in New Kingdom buildings with which the ‘Window of Appearance’ has 
been associated. 
As presented above in Section 2.2, actual examples of the ‘Window of Appearance’ have found 
only in a few Theban royal mortuary temples, usually associated with the adjacent temple palaces.  There 
are other Theban mortuary temples in which no structural remains of a ‘Window of Appearance’ have been 
found, but their presence is inferred based on the extant foundations and the similarities that they exhibit to 
temple palaces where actual examples of the window exist.  There are also archaeological remains at 
Malkata and Amarna that suggest possible locations for ‘Windows of Appearance’ in palace and temple 
contexts.  I will discuss these possible locations for the ‘Windows of Appearance’ in chronological order 
below. 
Architectural remains bearing decorative elements characteristic of the ‘Window of Appearance’ 
have been excavated at Amenhotep III’s palace at Malkata.  In the ‘Audience Hall,’ a small elevated 
platform that may be connected to the ‘Window of Appearance’ was also uncovered.123  A similar small 
platform with fragments of painted relief representing kneeling figures was excavated at Amarna by 
Pendlebury124 in the location of Royal Road next to the King’s Residence, and has led Kemp to conclude 
that this is the location of the ‘Window of Appearance’ at Amarna.125  Other proposed locations for a 
‘Window of Appearance’ at Amarna includes Kom el Nana,126 Maru-Aten, the Northern Palace, 127 the 
Northern Maru,128 the Great Palace129, the Royal Residence,130 and the Hut-Aten.131  Kemp says that 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
122 Kemp, “Window of Appearance,” 81-82. 
 
123 Robb de Peyster Tytus, A Preliminary Report on the Re-excavations of the Palace of Amenhotep III (New 
York: Winthrop, 1903), 16-18. The author indicates it likely represents a traditional throne baldachin or kiosk, 
however, with nothing more than a dais I believe it is difficult to deduce either way. 
 
124 Pendelbury, The City of Akhenaten III, 87, pl. 46.4. 
 
125 Kemp, “The Window of Appearance”, 81-82. 
 
126 See, Wilkinson, The Garden in Ancient Egypt, 159. 
 
127 Kemp, “The Window of Appearance”, 89. 
 
128 Ibid., 157. 
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Pendlebury’s132 notion that there would have been a ‘Window of Appearance’ located in the bridge 
connecting the King’s House to the Great Palace is possible, but favor’s the location of the Royal 
Residence.133  He indicates that the most likely location within the King’s House is in the northeast corner 
of the building on the north wall where a low platform remains with stairways and doors.  This structure 
also displays fragmentary painted reliefs of kneeling figures.  Kemp then states that the ‘Window of 
Appearance’ would have looked out on a columned courtyard surrounded by storage rooms in which 
rewards and goods were stored for certain festivals and ceremonies in which the king would reward his 
high officials (Fig. 40). 
  More recently, Weatherhead analyzed paint fragments recovered by Pendlebury134 beneath where 
the bridge to the Royal Palace once stood.  She hypothesizes that the painted scene could originally have 
come from ‘Window of Appearance’ decoration from the interior room of the bridge, however she does not 
state that this is definitive evidence that there actually was a window in this location.135  Kemp indicates 
that the most likely location within the King’s House is in the northeast corner of the building on the north 
wall where a low platform remains with stairways and doors.   
After the Amarna period, we find architectural remains that suggest where other ‘Windows of 
Appearance’ may have been placed.  The remaining foundations of Ay’s temple palace at Medinet Habu, 
later usurped by Horemheb, has a floorplan similar to the window layout of Medinet Habu which could 
indicate that there was possibly a ‘Window of Appearance’ incorporated (Fig. 9).136  There is also 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
129 Gnirs, “In the King’s House,” 25-37, fig. 7.  See figure 23 of Appendix A below. 
 
130 Kemp, “Window of Appearance,” 81-82. 
 
131 Ibid., 91-92. 
 
132 Pendlebury, City of Akhenaten III, 34, 43, 76, 78; pls, 2, 14. 
 
133 I am in agreement with Pendlebury that there would have been a ‘Window of Appearance’ on the bridge 
that spanned the royal road.  I believe Amarna had various ‘Windows of Appearance’ that were utilized by the king at 
different times during the day, possibly in synchronization with the movement of the sun.  At certain times of the day 
the sun’s rays would have penetrated the various buildings in which the ‘Windows of Appearance’ were located 
differently with relation to their location in the city.  This may have determined when the king and queen attended each 
respective location. 
 
134 Kemp, “The Window of Appearance,” 56. 
 
135 Weatherhead, Paintings, 63-73, figs. 46-52. 
 
136 Stadelmann, “Tempelpalast,” 231-232. 
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architectural evidence that Ramesses II’s thirteenth son and successor, Merneptah, may have also included 
the royal window at his mortuary temple at Gurna (Fig. 12).137   
In the New Kingdom small, palace-like structures were utilized by the king and his entourage as 
they traveled the country.  These temporary residences were referred to as the “mooring-places of 
Pharaoh.”138  It is known from the Wilbour Papyrus that there were a group of these rest houses in Middle 
Egypt.139  Kemp states that it is safe to infer that the “mooring places of the Pharaoh” were similar in 
construction to the Theban temple palaces.140  The idea is based on several passages in the Wilbour Papyrus 
indicating that a special window existed at the “mooring-place” and that the window mentioned is likely a 
‘Window of Appearance.’  While these texts provide evidence for other possible locations for the ‘Window 
of Appearance,’ they do not indicate why these windows are special.  I believe a better understanding of the 
‘Window of Appearance’ as a special architectural feature can be achieved by examining the decorative 
elements depicted on the window’s architectural elements.  In the next chapter I will discuss each of the 
artistic motifs that were implemented on the ‘Window of Appearance’ throughout the New Kingdom while 
emphasizing that these motifs were arranged in an organized manner to symbolically represent the ruling 
authority of the king.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
137 Ibid.,” 234. 
 
138 Kemp, Anatomy of a Civilization, 218-223. 
 
139 Alan Gardiner and Raymond O. Faulkner, The Wilbour Papyrus I-IV (Oxford: Oxford University Press, 
1952). 
 
140 Kemp, Anatomy of a Civilization, 21. 
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CHAPTER 3: 
The Decorative Program  
3.1  The Decorative Program of the ‘Window of Appearance’ 
The motifs depicted in the artistic renderings of the architectural elements of the ‘Window of 
Appearance’ vary during the New Kingdom.  The different decorative programs that surround the window 
may reflect changes in both religious ideology and the socio-political status of the king during the era in 
which the various representations of the ‘Window of Appearance’ occur.  These changes are not random; 
decorative art in ancient Egypt was systematically planned and laid out according to its intended function 
and I will show that the artistic elements were intentionally organized to symbolize the divine aspects of the 
king and his power as ruler.  The location where the motifs appear on the window allows them to function 
together to render a microcosm of the king’s political and religious domain. 
The following section will briefly describe and analyze each motif and examine its broader socio-
political significance in relation to the function of the ‘Window of Appearance.’  By analyzing the 
decorative program and the variability in the use of certain motifs on the ‘Window of Appearance,’ I will 
illustrate a general pattern in the location in which the motifs appear on the window and how they function 
together to create a microcosm of the king’s political and religious domain.  By analyzing the types of 
iconography depicted on the ‘Window of Appearance’ as representing a microcosm of the king’s power, it 
is my goal to illustrate that certain changes in motifs may reflect a shift in the religious theology or political 
ideology of each king who is depicted in the ‘Window of Appearance.’  I will also address the issue of the 
variation in the decorative program found on the ‘Window of Appearance’ in other terms, including limits 
of artistic interpretation and the possible existence of multiple ‘Windows of Appearance’ in different 
locations at Amarna and elsewhere.   
 
3.2  Sema-Tawy, Bound Captives, and Fecundity Figures 
 
 Two elements that are commonly depicted decorating both the parapet and the “lower level” of the 
‘Window of Appearance’ are the sema-tawy motif and images of bound captives (App. B, 1, 3-5, 8, 10, 15, 
16, 21, 26, 27, 29, 32).  The sema-tawy motif is the combination of the sema sign,1 which represents two 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Gardiner sign F36, . 
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lungs and the trachea and symbolizes unification and underscores the king’s uniting rule, with the 
flowering sedge, lily, or lotus2 and papyrus clumps,3 which symbolizes Upper and Lower Egypt 
respectively, and therefore represents the uniting rule of the king over the two parts of his kingdom.4  On 
the ‘Window of Appearance’ the sema-tawy motif is often depicted in between groups of foreign captives 
with the stalks from the plants binding their hands and necks.  The two groups of foreigners most 
commonly depicted are Egypt’s traditional enemies, Nubians from the south and Asiatics from the north.  
Combined, the sema-tawy and the bound captives are powerful symbols of the king’s ruling power, the 
unity of Egypt, and his military prowess.  While foreign enemies are, more often than not, depicted as 
bound captives on the ‘Window of Appearance,’ there are a few instances when they are shown adoring the 
presence of the king in the ‘Window of Appearance’ above them.5  The plants of Upper and Lower Egypt 
are also sometimes portrayed as being bound or tied around the sema sign by two fecundity figures that 
represent the abundance and life-giving powers of the Nile.  Their placement on the ‘Window of 
Appearance’ therefore also symbolically ascribes this role to the king (App. B, 15). 
 
3.3  The King as a Sphinx Trampling a Fallen Foe 
 
A motif rarely portrayed on the upper registers of the side walls framing the ‘Window of 
Appearance’ is the king depicted as a sphinx trampling a fallen enemy (App. B, 2, 4, 20).  The lion in 
ancient Egypt was associated not only with the king but also with protection and with the sun.  During the 
New Kingdom, as wars with foreign lands increased in frequency, the imagery of the king as a sphinx 
trampling his foes as the defender of Egypt was a popular motif.6  The motif of the king as a sphinx with a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
2 Gardiner sign M26, .  The precise identification of this plant is uncertain. Alan Gardiner, Egyptian 
Grammar: Being an Introduction to the Study of Hieroglyphs (Oxford: Griffith Institute, 1982), 483, identifies it as the 
“sedge (?) … Probably as a flowering specimen of … M23.”  Wilkinson, Reading Egyptian Art, 81, refers to M26 as 
the “heraldic lily” of Upper Egypt.  Wilkinson, Reading Egyptian Art, 123, also notes that, during the New Kingdom, 
the lotus (Gardiner M9) is sometimes substituted for this plant. 
 
3 Gardiner sign M15, . 
 
4 Wilkinson, Reading Egyptian Art, 80-81, 122-123.  
 
5 See, Appendix B, 1, 18. 
 
6 Wilkinson, Reading Egyptian Art, 68-69. 
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large open fan behind could also represent the king acting as the hypostasis of either Amun-Re or Montu.7 
According to Bell, the open fan when present above divine animals can symbolize: “The holiness of these 
hybrids and animals-signaling them as cult images and divine intermediaries-and specifically as a symbol 
of shade or shadow.”8   
When the open fan or sun-shade and the xwi9 fan are present near the king they signify him as a 
divine incarnation and therefore as a “protected” image, the shadow from the fans symbolizing the presence 
of the divinity who is bestowing power on the king.10  During the New Kingdom the great sphinx at Giza 
was known as Horem-akhet, or Horus-in-the-Horizon, symbolizing the rising and setting sun on the 
horizon.11  The presence of the king as a sphinx on the side walls of the ‘Window of Appearance’ may 
symbolically tie the side walls to the concept that they themselves represent the Axt.  This notion is 
supported by talatat depicting Akhenaten as a sphinx offering the didactic names of the Aten, which were 
incorporated into windows and doors in temples and palaces at Akhetaten as “broken-lintels.”12 
 
3.4  Uraei 
 
The most prevalent symbol utilized in the decorative program of the ‘Window of Appearance’ is 
the uraeus (App. B, 2-6, 8-13, 16, 20-23, 30).  The uraeus, or rearing cobra, was the animal personification 
of the goddess Wadjet, the chief deity of the delta city of Buto, and thus was associated with the kingdom 
of Lower Egypt from early in ancient Egyptian history.  The uraeus was often portrayed with the vulture 
goddess Nekhbet, the symbol of Upper Egypt, on the crowns of both kings and queens.  The rearing cobra 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Bell, “Cult of the Deified Tutankhamun, 32-33; The open fan is placed over other sacred animals, including: 





9 The xwi fan is often seen being held up toward the king in the ‘Window of Appearance’ scenes by different 
royal officials, the crown prince, and at Amarna, the princesses; see for instance, Gohary, Akhenaten’s Sed Festival, 
figs. 154-155. 
 
10 Bell, “Cult of the Deified Tutankhamun, 32-33; and endnote 81 for the transliteration of the text. “These 
powers bestowed upon the king are evidenced in an architrave inscription in the Colonnade at Luxor Temple where Seti 
I is bestowed military prowess in war by having the shade of Montu over him.” 
 
11 For discussion on Horem-akhet see, Selim Hassan, The Sphinx: Its History in the Light of Recent 
Excavations (Cairo: Government Press, 1949), 76; Miriam Lichtheim, Ancient Egyptian Literature. Vol II: The New 
Kingdom (Berkeley and Los Angeles: University of California Press, 1976), 42.  The Great Sphinx Stela of Amunhotep 
II uses this term to identify the sphinx at Giza. 
 
12 Larkin, “The Broken-Lintel,” 48-58. 
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was also a symbol of the fiery eye of the solar deity Re13 and is often adorned with a sun disc on top of its 
head and less often with tall plumes (App. B, 6).14  The uraeus was one of the most characteristic symbols 
of both kingship and solar theology, and served as a powerful iconographical element of protection on 
many royal and non-royal monuments.   
In ‘Window of Appearance’ scenes, uraei appear both individually and in series.  Bands of uraei 
are a ubiquitous decorative architectural feature, usually placed on the tops of the roofs and lintels of royal 
kiosks and baldachins, and became integral on the ‘Window of Appearance’ above the roof lintel,15 on the 
tops of the side walls16 and jambs,17 and on the parapet (App. B, 20).  While the uraei on the ‘Window of 
Appearance’ seem to be free standing in open space and individually carved, they were more likely carved 
in raised relief on a solid limestone background and may have incorporated different colored stone inlays 
for the head.18  There are also instances in the decorative program of the ‘Window of Appearance’ where 
pairs of uraei are depicted flanking the cartouche of the king, one wearing the Red Crown and the other the 
White crown.  This provides yet another way of symbolizing the unification of Upper and Lower Egypt and 
the king’s political authority (App. B, 2, 4, 20).  In some instances these uraei have ankh and shen signs 
hanging around their bodies, the ankh sign signifying life and the shen sign being symbolic of eternal time 
and protection.  When a shen sign is held by falcons or other deities it may represent eternity and therefore 
the bestowal of life upon the king by the gods.19  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Wilkinson, Reading Egyptian Art, 108-109. 
 
14 The uraeus is also associated with Hathor in this aspect of Re, see R.T. Rundle Clark, Myth and Symbol in 
Ancient Egypt (London: Thames and Hudson, 1959), 218-230; Uraei wearing the Hathoric crown can be seen on 
portable shrines and the ‘Window of Appearance’ during the Amarna period, see Appendix B, 6.  I believe the presence 
of the double plumes on the uraei adorning this ‘Window of Appearance,’ could possibly be connected to a building at 
Amarna dedicated to Nefertiti (i.e. Kom el Nana). 
 
15  Appendix B, 2-6, 8-13, 16, 20-23, 30, 31. 
 
16  Appendix B, 2, 3, 5, 6, 8-13, 20. 
 
17 Appendix B, 2-6, 8-13, 20. 
 
18 Rita E. Freed, Yvonne J. Markowitz and Sue H. D’Auria ed., Pharaohs of the Sun Akhenaten-Nefertiti-
Tutankhamun (Boston: Museum of Fine Arts, 1999), 226, fig. 73; For more information consult, Eric T. Peet and C.L. 
Woolley, The City of Akhenaten Part I (London: Egypt Exploration Society, 1923), 122, pl. XXXIII, 5; See also, Cyril 
Aldred, Akhenaten and Nefertiti (London: Thames & Hudson 1973), cat. 155; It is also possible that if the ‘Window of 
Appearance’ was in fact sometimes a wooden kiosk, these uraei would then have been carved wood covered with 
plaster, paint, and gold leaf. 
 
19 Wilkinson, Reading Egyptian Art, 193. 
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3.5  Falcon Flanking the Cartouche of the King 
There are three instances when a falcon surmounted by a sun disc is depicted with wings spread 
out flanking the cartouche of the king as a decorative element of the window (App. B, 2, 4, 16).20  These 
symbols portray the king’s association with the many deities that are affiliated with the falcon, such as the 
sun god Re, Montu, and Horus.  The presence of these symbols next to the royal cartouche signifies that 
these deities are guiding and protecting the ruler.  When falcons holding shen signs are incorporated into 
the decorative program of the ‘Window of Appearance,’ they serve as symbolic of eternal life, the 
protection of the king, and the cyclical journey of the sun.21   
 
3.6 Cartouche of the King with Neb and Nebu Signs 
 
The cartouche may have originally been symbolic of the sun’s cyclical journey through the sky, 
and therefore is connected to the celestial and earthly realm of the king.  It represents a rope that is looped 
and knotted at the base, and is an elongated shen sign, which symbolizes the sun and eternal time.  The 
cartouche also protects the king and his name, as evidenced by the sarcophagus of Merenptah.22  A few 
examples of cartouches adorning the ‘Window of Appearance’ have solar disks, uraei, plumes, and falcons, 
which may be indicative of the solar aspect of the king’s praenomen and throne name.23  The solar 
connection between the cartouche and kingship is also supported by the presence on the ‘Window of 
Appearance’ of the nbw (“gold”) sign beneath the cartouche, gold being symbolic of the gods and the sun.   
The presence of the nb symbol phonetically meaning “lord” as well as “every, any or all,” represents the 
totality and possession of ruling power by the king.24  The cartouches of the king continue to be portrayed, 




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 It is possible this motif occurs in Appendix B, 20, as well. 
 
21 Wilkinson, Reading Egyptian Art, 193. 
 
22  Ibid., 194-195. 
 
23	  Ibid.; see sections 3.4 and 3.5 above. App. B, 2-5,10, 13, 16, 20. 
	  
24 Raymond O. Faulkner, A Concise Dictionary of Middle Egyptian (Oxford: Griffith Institute, 1962), 129. 
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3.7  Royal Titularies and Textual Exhortations 
 The royal titularies of the king, queen and the Aten as well as associated exhortations are 
commonly portrayed on the jambs and the uppermost register of the side walls of the ‘Window of 
Appearance’ in the Amarna period.25  This does not occur in the preserved scenes from the post-Amarna 
examples of the ‘Window of Appearance.’  In these scenes, the names of king are written in the space 
surrounding or within the window.  On the ‘Window of Appearance’ scene depicted in the tomb of Ramose 
at Thebes, the side wall on either side of the window contains six cartouches all adorned or protected by 
different royal and divine symbols (App. B, 2).  The details of the relief are damaged but it is possible to 
discern the king’s praenomen (nfr-xprw-ra wa-n-ra) in the cartouche flanked by the solar falcon.  The king’s 
nomen (jmn-Htp) is in the second register from the top in the cartouches flanked by uraei wearing the 
crowns of upper and lower Egypt.  In the register with the king depicted as a sphinx trampling a fallen 
Nubian enemy, the king’s praenomen is depicted in front of him with the epithet, nTr nfr “good god.”  The 
grouping of three cartouches topped by plumes and sun discs on the fourth from the top register contain 
(from the viewer’s right to left) the king’s praenomen, nomen, and the queen’s name.26 
 On the ‘Window of Appearance’ scene depicted on the talatat from the Teny-Menou, the earlier 
didactic names of the Aten enclosed in two cartouches are depicted twice, each at the top of the jambs 
framing the window (App. B, 3).  Only a fragment of a talatat depicting a portion of the relief on the 
viewer’s right at the top of the jamb is extant.  The earlier didactic names presented here twice are:  
(anx ra-Hrw-Axtj haj m Axt)|  “The Living One, Ra-Horakhty who becomes active in the horizon.”  
(m rn.f m Sw ntj m jtn)|  “In his name as the air that is in the Aten.” 
These names are also repeated in the register below, which is separated from the register above by a pt sign 
signifying the sky.  The names of the Aten are in front of the king, who is depicted as smiting a foreign 
enemy while Nefertiti stands behind him wearing the Hathor crown. 
 In the Tomb of Parennefer the earlier didactic names of the Aten adorn the tops of the jambs and 
run horizontally on the broken lintel on either side of the ‘Window of Appearance’ (App. B, 5).  Below the 
didactic names are some common textual exhortations: di anx Dt nHH sA ra anx.ti m mAat nb hawj (Ax-n-jtn)| aA 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Appendix B, 3, 4, 5, 13. 
 
26 Davies, Tomb of Ramose, 32-33. 
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m aHaw.f Hmt nsw wrt mrt.f nbt tAwy Nfr-nfrw-itn Nfrt-iti [anx.ti Dt] nHH: “Given life forever and ever, Son of 
Re you live27 by means of Ma’at, Lord of Appearances, Akhenaten, great in his lifetime. His beloved, great 
royal wife, Lady of the Two Lands, Neferneferuaten Nefertiti, [may she live forever] and ever!”  On the 
(viewers) left jamb the same textual accompaniments follow the Aten’s two didactic names; however, a 
portion of them are damaged.  They are similar to those on the right jamb but differ because the king’s 
praenomen nfr-xprw-ra wa-n-ra “The beautiful forms of Re” is utilized.  Another variant is seen beneath the 
cartouche on the (viewer’s) right jamb where there occurs aA m aHaw.f “great in his lifetime,” while on the 
(viewer’s) left jamb, there is simply di anx “given life.”  A very similar textual layout to the organization 
found on the jambs is attested on the side walls, with the only variation being the nb tAwy being placed 
above the nomen, praenomen, and the queen’s name.  The general organization of the royal titualaries and 
exhortations reflect a pattern that is representative of the hierarchical organization of the celestial and 
earthly realm.  This is indicated by the placement of the didactic names of the Aten, the celestial and divine 
father, at the top of the jamb with the king’s titularies below followed by the queen’s, and lastly the textual 
exhortations.  When comparing this textual layout to the motifs depicted on the side walls and jambs of 
other ‘Window of Appearance’ scenes,28 an interesting pattern emerges, an issue which I will return to in 
the conclusion of this chapter.   
	  
3.8  The King Smiting 
	  
In a few instances the king smiting an enemy is a motif that is incorporated in the iconography on 
the ‘Window of Appearance.’  On the fragmentary talatat from the sanctuary of Teny-Menou from Karnak, 
Akhenaten and the queen are depicted on the side walls on either side of the window.  The king is striding 
with his arm uplifted while he holds a mace or a scimitar; his other hand holds the hair of the fallen enemy 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 An alternate reading is anx m mAat, “who lives by Ma‘at.”  The t, placed above the m as a graphic 
transposition due to the shape of the space between the ankh sign and the glyph for Ma‘at. Both are phonetic elements 
of the name of the goddess. (P.V. Podzorski, personal communication, May 22, 2011.) 
 
28 A similar use of royal titulaties and textual accompaniments can be seen on the ‘Window of Appearance’ 
in the tombs of Meryre I and II.  In the Tomb of Meryre II, the didactic name of the Aten that began to be utilized after 
year 12 is present.  There is a notable difference on the horizontal broken lintels topping each jamb in the Meryre II 
‘Window of Appearance’ scene from that of the tomb of Parennefer.  On the (viewer’s) right the king’s praenomen is 
present in a horizontally arranged cartouche.  The texts on the (viewer’s) left are almost completely gone, however, it 
seems that the queen’s royal name was likely there because hers is the only name with jtn at the top of the cartouche. 
Furthermore there is an extant nb sign in front of the cartouche, which could be the remains of nbt tAwy ,“Lady of the 
Two Lands.”; see Appendix B, 10. 
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so he can deliver the death blow (App. B, 3).  In other ‘Window of Appearance’ scenes the king is 
portrayed in this manner wielding a combination mace-axe (Figs. 15-16) or a spear.  This iconic and 
powerful symbol of the king is known as early as the Predynastic period and was placed on monuments 
throughout Egypt as a symbol of the power of the king and Egypt and acted as a warning to foreign 
enemies not to face the king in battle, else they would suffer the fate of a crushing blow.29 
 
3.9  Rekhyt Bird 
 
Also referred to as the “Lapwing,” the rekhyt30 bird is found early in Egyptian history, as 
evidenced by its depiction on the “Scorpion Macehead,” and likely represented the conquered people of 
Lower Egypt.  By the time of the New Kingdom this symbol, consisting of a bird with pinioned wings and 
uplifted human arms, came to be indicative of the king’s dominion over the general populace of Egypt, the 
wings being pinioned as a symbol of the king’s control over them.31  The rekhyt bird is often depicted on 
the lower two registers of the side walls framing the ‘Window of Appearance’ or on the lowest portion of 
the parapet with hands uplifted in adoration, resting on a nb sign and sometimes with a five pointed star 
before it (App. B, 2, 3, 4, 5, 13, 16, 20, 32).  This portrayal of the rekhyt bird is actually a rebus for “All the 
people give praise,” and signifies that the people of Egypt are honoring the king as the governing leader of 
their civilization.32 
 
3.10  Papyrus Clumps/ Thickets 
Clumps of growing papyrus, which symbolized Lower Egypt, and flowering sedge, lily or lotus 
plants, which symbolized Upper Egypt, are often found on the side walls and the parapet façade of the 
‘Window of Appearance’ (App. B, 4, 5, 13, 20).  A growing clump of three papyrus stems was used as the 
determinative in the word Mehu or Ta-Mehu, meaning “Land of Papyrus,” and thus signified the delta and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 See, Alan R. Schulman, Ceremonial Execution and Public Rewards (Gottingen: Universitatsverlag 
Freiburg Schweiz Vandenhoeck & Ruprecht, 1988), 8-9. 
 
30 Gardiner sign G24, . 
 
31 Wilkinson, Reading Egyptian Art, 86-87. 
 
32 Ibid.  
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Lower Egypt.  Other symbolic meanings attached to papyrus include “life,” “joy,” and “youth.”33  
Undoubtedly the use of these floral symbols signified the king’s rule over the unified kingdom. 
 
3.11  The srx  or Niched Façade Motif 
 
Representing the niched façade of a palace, the srx motif was often included in royal architecture 
and on coffins, and was employed as a hieroglyph associated with the Horus name of the king, from as 
early as the Predynastic period.  On the alabaster statuette of Pepy I in the Brooklyn Museum, the srx motif 
is incorporated on the back of the throne on which the king is seated.  Therefore, another meaning 
associated with the word srx could be “throne.”34  During the New Kingdom the srx is often shown as a 
personified standard associated with the king’s kA.35  The srx as a representation of the king’s Horus name 
always had a falcon mounted atop the palace façade, although in the representations of this motif on the 
‘Window of Appearances’ the falcon is absent.  The srx motif is ocassionally depicted on the base of the 
side walls and on the parapet façade of the window36 and most likely represents what is a part of the king’s 
dominion and palace (App. B, 10, 13, 16, 20, 21).  It may also indicate the presence of the king’s divinity 
and the presence of the royal kA, which becomes more emphasized during the reign of Amenhotep III.37  
The presence of the srx on the front of the parapet of the ‘Window of Appearance,’ with the king leaning 
on the pillow above, may also be a rebus representation of the king’s Horus name, with the king himself 
being the physical manifestation of the falcon deity.  
 
3.12  anx  and wAs  Scepters 
 
Another common decorative element utilized on the ‘Window of Appearance’ consists of anx 
signs flanked on either side by wAs scepters, all of which are standing on top of two nb symbols (App. B, 4, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33 Ibid., 122-123. 
 




36 See above, section 3.6. 
 
37 Berman, “Amenhotep III,” 18. 
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5, 16). Together these symbols can be read as “All life and dominion,” symbolic of a wish or exhortation 
for the king or again denoting his governing power.   
 
3.13  Floral Garlands  
 
An uncommon motif found in the ‘Window of Appearance’ scenes is the floral garland.  In the 
tombs of Meryre and Huya, the parapet of the window is adorned with what appears to be a large floral 
garland (App. B, 12-13).  According to Davies the garland in the tomb of Huya consists of “concentric 
semi-circles of various colours with three open lotus flowers at the centre…”38  In the tomb of Meryre, 
Davies states that the decoration on the parapet consisted of “geometric patterns.”  The design clearly 
represents a floral garland with alternating rows of red and blue floral petals. 
Floral motifs were a popular decorative feature on both royal and non-royal structures throughout 
the New Kingdom.  Harvey notes that at Amarna in many of the houses there are floral garlands and friezes 
painted on the highest portion of the interior walls and floral motifs are found in palace decoration.39  
Weatherhead analyzed fragmentary painted scenes of floral garlands excavated at Amarna by Pendlebury40 
and attributes them to the interior of the room of the bridge that would have connected the King’s 
Residence to the Great Palace.41  In the tomb of Meryre in another scene where the king and queen stand 
behind an offering table piled high with offerings before the Aten, the sun disc is adorned with what appear 
to be multiple garlands (Fig. 41).42  In many different Theban tombs a common theme incorporated into the 
decoration of the walls is the “vintage scene,” which shows the harvesting of flowers and plants, the 
pressing of wine, and the making of floral garlands in preparation for the Festival of Renenutet (Fig. 42).43  
Floral garlands also figure prominently in private tombs in scenes where the deceased is being adorned 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 Davies, Rock Tombs, Part III, 13. 
 
39 Harvey, “Visiting The House on Earth,” 22-24; Petrie, Tell el Amarna, pls. 2-4. 
 
40 Pendelbury, The City of Akhenaten Vol. III, 56.  
 
41 Weatherhead, Amarna Palace Paintings, 215-243, pls. 41, 43, 44. 
 
42 Norman de Garis Davies, The Rock Tombs of El Amarna, Part I. The Tomb of Meryre (London: Egypt 
Exploration Society, 1905), pl. XXII; The possibility that they represent solar halos or ‘sun dogs’ and thus a specific 
historical occasion, has also been proposed, see, Lenore O. Congdon, “A Rare Solar Display Depicted in the Tomb of 
Meryre I at El Amarna,” in Amarna Letters, Vol. 4, (Sebastopol, Calif.: KMT Communications Inc., 2000), 44-59. 
 
43 Lise Manniche, The Wall Decoration of Three Theban Tombs: TT 77, 175, 249 (Copenhagen: Carsten 
Niebuhr Institute Publications), 26-28, Fig. 23. 
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with them by his family members and courtiers, the floral garland being an accouterment that symbolizes 
purification.  The god Osiris, when seated on his throne within his sacred kiosk, is also seen wearing floral 
garlands, while other floral garlands are shown on the wall in front of him as if hanging (Fig. 42).44  Also 
floral garlands are a common decoration for wine jars and were particularly favored during the eighteenth 
dynasty as decorative motifs on all types of drinking vessels.  Floral garlands are also prevalent during 
festivals of all kinds throughout Egyptian history. 
 
3.14  The “Royal Red” Pillow  
 
Arguably the most characteristic motif of the ‘Window of Appearance’ is the cushion or pillow 
resting on the window sill on top of the parapet; it is present in all scenes preserved.  Fragmentary remnants 
of the decoration on the pillow are evident in a few of the tomb scenes at Amarna and or the immediate 
post-Amarna period, and all are consistently represented as a pattern of blue diamonds with white or yellow 
rhomboids on a red background (App. B, 5, 10, 13, 16).  This pattern is famous from the “little princess 
panel” excavated by Petrie at Amarna in the area of the King’s Residence (Fig. 44).  Pinch Brock refers to 
this pattern as the “Royal Red” and says that the material represented is leather.45  During the reign of 
Amenhotep III, Syrian garments rich in ornamentation, including the “Royal Red” pattern, became a 
popular part of Egyptian royal dress.  A Syrian-style tunic is depicted as a gift to Amenhotep III on the 
occasion of the New Year’s Festival in the Tomb of Kenamun.46  Pinch Brock also points out that this 
pattern is popular in small cushions used as foot rests during the reigns of Amenhotep III and 
Tutankhamun.  A connection to foreigners is identified by Pinch Brock, citing a scene from the Theban 
tomb of Anen, in which Queen Tiye is depicted seated with a footrest with this pattern on its cushion while 
she and her husband receive a foreign delegation.47   
The “Royal Red” pattern also has military connotations. Research conducted by Calvert has 
revealed that this “Royal Red” pattern continued in use as an item of royal regalia during the reign of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 For instance, in the tomb of Userhet (TT 51); see, Norman de Garis Davies, Two Ramesside Tombs at 
Thebes (New York: Metropolitan Museum of Art, 1927), pls. 5, 6, 9, 11, 13, 15, 17. 
  
45 Layla Pinch Brock, “The Amarna ‘Royal Red’ Fabric,” JSSEA 25 (1995), 7-14. 
 
46 Norman de Garis Davies, The Tomb of Ken-amun at Thebes (New York: Metropolitan Museum, 1930), pls. 
XVI, XIX. 
 
47 Pinch-Brock, “‘Royal Red’,” 8-9. 
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Ramessess III.48  At Medinet Habu, the king is frequently depicted wearing a “Royal Red” shirt beneath the 
falcon shirt, which is often depicted in scenes of the king in a militaristic setting (Fig. 45). 
The likelihood of the “Royal Red” pattern also having religious connotations has been theorized. 
The color red in ancient Egypt had strong solar connotations,49 and it is likely that the use of this color was 
meant to evoke the connection of the king with the sun god Re.  On a small Predynastic ivory statuette from 
Abydos in the British Museum, a knee length cloak carved with a diamond patterned envelops the king and 
has been associated with the Heb Sed.50  Another example of this diamond pattern on a robe was found on a 
fragmentary statue, most likely of Amenhotep III, from the Luxor cachette.51  Aldred surmises that the 
adoption of this type of pattern on a garment was evidence that Amenhotep III was harkening back to the 
earliest celebrations of the festival, which originated in the Predynastic period.52   
 
3.15 Grape Clusters 
 
A decorative feature that is seen on kiosks and the ‘Windows of Appearance’ throughout the New 
Kingdom are grape clusters hanging from the cavetto cornice lintel (App. B, 16, 21, 30).  According to 
Kuhlman, “Throughout the ancient world, wine was considered a drink of gods and royalty symbolizing a 
ruler’s happy and content life.  It appears that the kiosk originated from primitive lightweight shades 
erected for trellising vines and for having a pleasurable time in a garden.”53 
 
3.16 Miscellaneous symbols 
 
There are numerous other motifs that appear within the decorative program of the ‘Window of 
Appearance.’  The pennons that are depicted on the capitals of the columns within and outside of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48 Amy Calvert, “Quantifying Regalia: A Contextual Study into the Variations and Significance of Egyptian 
Royal Costume Using Relational Databases and Advanced Statistical Analyses,” in ed. Peter Brand and Louise Cooper, 
Causing His Name to Live: Studies in Egyptian Epigraphy and History in Memory of William J. Murnane (Leiden: 
Brill, 2009), 49-64. 
 
49 Wilkinson, Symbol & Magic, 106-107, 116-125. 
 
50 Pinch Brock, “‘Royal Red’”, 11. 
 
51 Ibid., fig. 4. 
 
52 See, Cyril Aldred, “New Year’s Gifts to the Pharaoh,” JEA 55 (1969), 73-81; a garment of this color was 
one of the prized gifts given to pharaoh during the celebration of the New Year. 
 
53 Kuhlman, Throne, 6. 
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‘Window of Appearance’ would have been brightly colored, often red, and would have fluttered in the 
wind (App. B, 2-6, 8-13, 16, 23, 30, 31).  This may have symbolically represented the presence of the 
divine54 and, in the case of Amarna, I believe may also have been symbolic of the rays of the Aten.  On the 
talatat from the Teny-Menou the Aten is depicted on each jamb below the pt (sky) symbol, just below the 
didactic names of the deity, with its rays radiating over the king who is smiting an enemy while the queen 
stands behind him (App. B, 3).  It seems the Aten is bestowing military prowess upon the king.  Other 
decorative elements such as a rishi motif of feathers are symbolic of Horus and kingship and can be found 
on parapet of the ‘Window of Appearance’ (App. B, 14, 16).55  Floral motifs, such as those that are found 
beneath the window sill in the ‘Window of Appearance’ scene from the tomb of Apy likely symbolize the 
life-giving and regenerative powers of the sun in the morning, as the god Nefertum is born in a lotus 
flower, and solar deities such as Re, Aten, and Amun (App. B, 12, 13, 21).56  The lowest register of the side 
walls is occasionally decorated with a motif of simple vertical lines (App. B, 3, 5). 
 
3.17  Conclusions 
 
 In analyzing each decorative motif that is a part of the decorative program of ‘Window of 
Appearance’ throughout the New Kingdom, a noticeable pattern emerges according to the symbolic 
meaning of each decorative element.  As I have just discussed, each motif has its own symbolic 
connotations that evoke both divine and earthly concepts as they apply to the king.  The typical decorative 
motifs depicted on the lowest portions of the side walls, jambs, and in one instance, the parapet, consist of 
the niched façade pattern or srx, symbolizing the palace of the king and his domain, or the simple vertical 
line motif.  The srx motif is also used as a decorative panel on the dais of baldachins and on the bases of 
walls in palaces, double false doors, and coffins.57  The placement of this motif on the architectural 
elements closest to the ground may therefore symbolically indicate that the entire earth is the king’s palace 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Margaret A. Murray, Egyptian Temples (London: Sampson Low, Marston & Co., 1931), 164. 
 
55 Peter Lacovara, “A Rishi Coffin from Giza and the Development of This Type of Mummy Case,” in, Zahi 
Hawass and Janet Richards eds., The Archaeology and Art of Ancient Egypt: Essays in Honor of David B. O’Connor, 
Vol. II (Cairo: The Supreme Council of Antiquities of Egypt, 2007), 37; The rishi pattern is also found on coffins as 
early as the Middle Kingdom.  According to the author this pattern is also connected to the coronation of the king. 
 
56 Manniche, Ancient Egyptian Herbal, 26. 
 
57 Dieter Arnold, The Encyclopedia of Ancient Egyptian Architecture (Princeton, NJ: Princeton University 
Press, 2003), 89-90. 
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or domain.  The other two decorative elements often portrayed on the lowest two registers of the side walls 
are the rekhyt and the papyrus or sedge clumps.  They are both symbolic of the earthly realm of the king, 
with the heraldic plants representing Upper and Lower Egypt and the rekhyt represent all of the people of 
Egypt in adoration of the king.58   
The register above these earthly motifs often contains the anx and wAs symbols signifying “life” 
and “dominion,” also earthly aspects of the king’s governing power.59  The next grouping of motifs that are 
portrayed immediately above those relate to an aspect of the king’s person.  The nomen or the birth name 
of the king and the queen’s name are present in this portion of the side wall, either in cartouches or as the 
actual depiction of the king and queen as seen on the side walls of the ‘Window of Appearance’ on the 
talatat from the Teny-Menou (App. B, 3).   
The register above the nomen of the king and queen in some instances contains an image of the 
king as a sphinx trampling a fallen enemy.  The presence of the sun shade fan behind the sphinx in these 
representations indicates that the king is being represented as a cult image and as a hypostasis of the chief 
deity, whether it be Amun, Montu or the Aten, thus indicating that the king is the divinity incarnate on 
earth.  The representation of the king smiting on the side walls of the ‘Window of Appearance’ scene from 
the Teny-Menou may also be representative of this concept (App. B, 3).  The progression toward the king’s 
association with the divine can be seen in the uppermost register or portion of the sidewalls, as well as on 
the jambs, and in some instances the parapet.  Here the king’s praenomen is depicted in a cartouche flanked 
by a falcon probably representing Re or Horus.  Often other solar symbols such as nbw and shen signs are 
incorporated, thus indicating the kings connection to the solar deity and that he is given his ruling power 
and life-force eternally through these deities.   
The same can be said of the top portion of the side walls in the ‘Window of Appearance’ scenes 
from Amarna.  In those scenes where the jambs and side walls are in fact decorated, the king’s praenomen 
and the queen’s nomen appear with the epithet “given all life forever and ever” immediately below the 
didactic names of the Aten.  This textual layout places emphasis first and foremost on the divine father as 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 An interesting exception to this appears in the ostracon, where the rekhyt bird is in the top register, see 
Appendix B, 32. 
 
59 Personified anx and wAs symbols are often found holding xwi fans before the king in the traditional scenes 
where the king is seated within a throne baldachin; See for instance, Davies, Tomb of Ramose, pl. XXIX. 
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ruler of both the celestial and earthly realm, with the king as his most visible agent and incarnation on earth 
below him.  A similar hierarchical arrangement of texts can be observed on the jambs in certain Amarna 
tomb scenes.  The queen’s name and epithets are at the bottom of the jamb, then the king’s nomen and 
epithets are above hers, and finally the Aten’s didactic name is arranged vertically and then again 
horizontally on the broken lintel at the top of the jamb. This hierarchical organization of the artistic layout 
of the ‘Window of Appearance’ scene can also be applied to the scenes in which there are no decorative 
elements on the architectural members or where the king is depicted as standing in front of the ‘Window of 
Appearance.’  For example, in the ‘Window of Appearance’ scene depicted on the stela of Hor-min (App. 
B, 19), a similar pattern is seen with the placement of the nomen and praenomen inside the window next to 
the king, with the hovering behdet falcon holding a xwi fan over the king’s head, providing him with divine 
breath and signifying the king’s divinity much like the images of the king as a trampling sphinx with a 
large sunshade behind.   
Furthermore, this artistic and textual layout can be observed in ‘Window of Appearance’ scenes 
from Medinet Habu (App. B, 27).  In the scene of Ramesses III celebrating victory over the Syrians on the 
north wall of the first court, the king appears to stand in front of the parapet of the window with his royal 
fan bearers and princes wielding fans and sunshades in front of and behind him, signifying his divinity.  
The king’s divinity is further emphasized by the placement of the solar disc with uraei wearing the red and 
white crowns above the king’s head.  The nomen and praenomen of the king with accompanying epithets 
are placed just below and to the side of the sun disc.  The military officials and the princes raise their hands 
in adoration of the king, much like the rekhyt that adorn the jambs and sidewalls of the ‘Window of 
Appearance’ before the reign of Ramesses III.   
Certain decorative features, such as the smA-tAwy or bround prisioners on the parapet, emphasize 
the sovereignty or divinity of the king.  The use of a floral garland as a decorative motif on the parapet in 
the Amarna tomb scenes is somewhat of an anomaly.  In addressing the presence of these floral garlands as 
decorative motifs, Kemp states that, “It might be argued that at some point the front of the Window was 
redecorated, or simply that, as can be frequently observed in these scenes, the artist has not felt himself to 
be too rigidly bound by actuality.”60  I believe Kemp does not give sufficient credit to the differences in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60 Kemp, “Window of Appearance,” 88. 
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decorative program of the ‘Window of Appearances’.  I believe the presence of floral garlands on the 
‘Window of Appearance’ in the tombs of Meryre and Huya indicate that Akhenaten acted as the judge of 
the deceased in the afterlife, and therefore played Osiris’ role.  Similarly the presence of what appear to be 
multiple floral garlands on the Aten could apply this same idea to the deity.61  There is also the possibility 
that the use of floral garlands in these scenes may connect the occasion depicted in the reliefs to certain 
festivals, such as the New Year’s Festival or the Heb Sed.62  Floral garlands are also prevalent on cult 
objects, such as sacred barques and shrines,63 and when placed on the parapet of the ‘Window of 
Appearance’ may indicate that the king is the cult image of the Aten.   
One of the most characteristic features of the ‘Window of Appearance,’ the “Royal Red” pillow 
that provided a cushion for king, queen, and royal family to lean on, also served a symbolic function.  The 
use of the “Royal Red” pattern on the pillow is connected to the rising sun and, in the case of the ‘Window 
of Appearance,’ with the rising sun over the primeval mound.  I have already pointed out that it is likely 
that a depiction in the Book of the Dead of a seated deity with a solar disc, in what appears to be either a 
doorway or a window with open double doors or shutters representing the “Gates of Heaven,” has symbolic 
affinities to the ‘Window of Appearance.’64  As an elevated structure, the window provided a symbolic 
venue for the king that not only emphasized his social superiority but also his connection to solar deities, 
such as Re-Horakhty, Amun-Re, the Aten, and Horem-akhet.  Depictions of elevated thrones on a dais 
within a kiosk that are very similar architecturally and iconographically to the ‘Window of Appearance’ are 
known from the beginning of ancient Egyptian history and continue to be used throughout dynastic times.65  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
61 Other theories have been presented for the presence of the concentric rings beneath the Aten in the tomb of 
Meryre, including the notion that they may represent rainbows, rays of light through ice crystals, or a solar eclipse, 
which in my own opinion are highly conjectural.  See, William McMurry, “Dating the Amarna Period in Egypt: Did a 
Solar Eclipse Inspire Akhenaten?,” unpublished manuscript, www.egiptomania.com/EEF/DAPE.pdf (accessed March 
5, 2011).	  
 
62 Epithets often attached to the Aten include: “The living and great Aten, Lord of the Sed Festival, Lord of 
Orbit, Lord of the Sun-disc (Aten), Lord of heaven, Lord of earth, within the temple of Aten in Akhetaten.” See, 
Davies, Rock Tombs, Part I, 22. 
 
63 See for instance, the reliefs of the Opet Festival procession at Luxor in, Epigraphic Survey, Reliefs and 
Inscriptions at Luxor Temple, pl. 58. 
 
64  See section 2.5, above. 
 
65  For instance as seen on the Narmer mace head; also see, Norman de Garis Davies and Alan Gardiner, The 
Tomb of Antefoker, Vizier of Sesostris I, and of His Wife Senet (no. 60), The Theban Tombs Series 2 (London: Egypt 
Exploration Society, 1920), pl. 16. 
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The depiction of elaborate throne kiosks became increasingly popular in private tombs during the reign of 
Amenhotep III (Fig. 46).66  The connection of these elevated throne kiosks to the ‘Window of Appearance’ 
can be inferred; a detailed comparative analysis of both of these royal venues is not the goal of this thesis, 
regardless, it is important to point out these similarities and their symbolic connection to the primeval 
mound.   
According to Kuhlman, the function of the elevated throne on a dais within a kiosk, commonly 
portrayed before the Amarna period, was to “evoke a comparison with the sun god resting on the 
primordial hill at the moment of creating the world. The enthronement of pharaoh is thought to be a 
perpetuation of this cosmogonic act, which is referred to as “the first time” (zp tpj).”67  Kuhlman provides 
further evidence for the notion of the elevated throne kiosks mimicking the primeval mound by discussing 
the various different types of capitals adorning the columns that support the roof of the shrine.  He states 
that by the Amarna period three different types become characteristic, all mimicking the swamps of 
primeval creation.  The ‘Gates of Heaven’ or the “Doors of the Sky” are also commonly used to refer to the 
sacred shrine that held the cult image of the deity in the naos of temples.68  Taking this into consideration, 
the ‘Window of Appearance’ could have functioned as a ‘shrine-like’ venue for the king who became the 
cult image of the divine when he ‘appeared’ (hai) in glory.  
The shifting socio-religious doctrines with each reign can be seen in the decorative program of 
each depiction of a ‘Window of Appearance.’  The decoration around the ‘Window of Appearance’ in the 
reign of Akhenaten reflects his shifting religious theology.  The early ‘Window of Appearance’ scenes 
from the tomb of Ramose and from the talatat recovered in the IXth pylon at Karnak have traditional 
depictions of falcons flanking the king’s nomen or praenomen and images of the king as a sphinx trampling 
fallen enemies (App. B, 2, 4).  The ‘Window of Appearance’ scene depicted on the Teny-Menou illustrates 
Akhenaten’s departure from traditional polytheistic theology to one centered on the Aten, and this can be 
seen not only in the king presenting the didactic names of the Aten, but also in the decorative program 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 




68  Erik Hornung, Conceptions of God in Ancient Egypt: The One and the Many.  Translated by John Baines, 
(Ithaca: New York, Cornell University Press, 1982), 229; see also, Schafer, Principles, 217-218. 
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depicted on the side walls (App. B, 3).  Here the images of the king’s cartouches flanked by the Horus 
falcon are replaced in the top register of the side wall by the didactic names of the Aten, and the image of 
the king as a trampling sphinx with a sunshade behind him is replaced by his own cartouches. Below the 
cartouches in the Teny-Menou depiction, the king is portrayed as standing below the rays of the Aten and 
smiting a foreigner.  Here the deity that gives the king his might is not represented by an obscure symbol,69 
but by the actual image of the god.  The depictions of ‘Window of Appearance’ scenes after Akhenaten 
moved to Amarna consistently portray similar decorative programs with the didactic names of the Aten at 
the top of the side walls and jambs, followed by those of the king and then the queen (App. B, 5, 10, 13).  
The lower registers maintain traditional representations of more earthly symbols such as the rekhyt bird and 
papyrus or flowering sedge clumps.  During the immediate post-Amarna period, on a ‘Window of 
Appearance’ scene from the reign of Tutankhamun, all evidence of the Aten is gone from the decorative 
program of the window, which likely reflects the king’s conscious effort to return to traditional religious 
doctrines.  The falcons and trampling sphinx do not reappear on the ‘Window of Appearance’ until after the 
Amarna period (App. B, 16, 20).   
In the ‘Window of Appearance’ scene from the tomb of Horemheb, King Tutankhamun and queen 
are not depicted as behind the parapet of the window but in front of it, standing with bodies in full view 
(App. B, 14).  The fragmentary parapet in this scene still depicts evidence that it was adorned with a rishi 
pattern mimicking the feathers of a falcon, and thus symbolically connected the king to Re and Horus.  The 
separation from the Atenist cult is clear in the ‘Window of Appearance’ scene from the tomb of Neferhotep 
(TT 49), where Ay is depicted in the window (App. B, 16).  There is no longer a broken lintel, and the rays 
of the Aten are gone.  In this scene the sun disc is replaced by the behdet falcon that hovers above the king 
holding a xwi fan and a shen and anx with wAs signs over the Hb sd symbol.  The decorative program has 
shifted.  The foreigners in adoration of the king flanking the smA-tAwy motif are now on the elevated base of 
the window balcony or “lower level,” while the hierarchical layout of a microcosm of the king’s domain is 
represented on the parapet.  At the bottom of the parapet is the srx or niched façade motif and above that 
are rhekyt birds adoring the cartouche of the king and images of anxs holding wAs scepters indicating his 
earthly dominion.  The two registers above have images of falcons with solar discs flanking paired 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69  The sunshade seen behind the king as sphinx. 
 55	  
cartouches of the king.  All are indicative of the return to traditional kingly associations with Horus, Re, 
and Amun.  A ‘Window of Appearance’ depiction in the Memphite tomb of Horemheb has a similar 
portrayal of two groups of foreigners, Nubians and Asiatics with arms raised in adoration to the window 
where the king would appear (App. B, 15).  This motif along with the depiction of fecundity figures on the 
parapet binding the heraldic plants in the smA-tAwy motif emphasize the unification of not only Upper and 
Lower Egypt but also the world under the kings dominance.   
During the Ramesside period the ‘Window of Appearance’ scenes portray more of a change in the 
architectural composition of the window than in the decorative program (App. B, 19-32).  Where 
decorative motifs are depicted adorning the window, the general theme is consistent with representations 
from earlier in the New Kingdom that emphasize the earthly and cosmological realms of the king’s domain.  
There are, however, many instances where there are no decorative motifs except the characteristic uraei on 
top of the continuous lintel (App. B., 19, 22, 23, 25, 28, 30).   
As the Ramesside period progressed there was a shift toward more emphasis being placed on the 
image of the king as a powerful military ruler and less emphasis on the motifs that symbolized his power 
(App B., 22-31).  I believe that the ‘Window of Appearance’ scenes from Medinet Habu that depict 
Ramesses III in military settings, have less detail on the architectural elements of the window because in 
these contexts he is the incarnation of either Amun or Montu 70 and therefore does not need to be as 
symbolically guarded or separated from his troops and enemies (App. B, 25-29).  Furthermore, the 
Egyptians may not have depicted the other architectural features of the ‘Window of Appearance’ because 
these scenes were already physically on the walls of a powerful symbolic microcosm of the king’s domain, 
his mortuary temple, which was wrought with protective symbolism.  The one decorative motif that 
remains on the depictions of the ‘Window of Appearance’ in some scenes at Medinet Habu are the bound 
enemies of Egypt and the smA-tAwy.  These are found on the face of the parapet and symbolize the king’s 
military might and dominance over these enemies and would have struck fear into the bound captives that 
are depicted before the king in these instances (App. B, 26, 27, 29).71  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70 See section 3.3, footnote 7 above. 
  
71  Appendix B, 24, 25 may have originally bore similar motifs, however, due to their current state of 
preservation it is impossible to say with certainty. 
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An interesting counter point to the official image of the ‘Window of Appearance’ is found in an 
ostracon purchased from Thebes and perhaps of Ramesside date, although the individual in the window 
appears to wear the round rather than the lappet wig (App. B, 32).72  In this illustration, the uppermost 
registers on the side walls contain the rekhyt bird, the symbol of the Egyptian people which faces the 
pharaoh, but not in the usual attitude of adoration.  Schäfer, thought the motifs are placed by the artist in the 
wrong order due to lack of familiarity with the proper presentation.  However, given the known 
appreciation for satire among the ancient Egyptian workmen,73 this could also be an intentional reversal by 
the artist, a socio-political statement directly contradicting the sense of awe and piety that the ‘Window of 
Appearance’ was intended to create in the Egyptian people.  The economic crisis and foreign incursions 
which lead to civil unrest in the Theban region in the twentieth dynasty clearly demonstrated the inability 
of the king to maintain mAat.74 
By analyzing the decorative program on the architectural features of the ‘Window of Appearance’ 
and the scenes in which the only architectural element is the parapet and the pillow, I have shown that these 
artistic elements were organized with intent to symbolize the divine aspects of the king and his power as 
ruler.  Furthermore, the decorative program is arranged in a manner that makes it symbolically a 
microcosm of the king’s celestial and earthly realms.  The decorative program also likely served to 
emphasize that the ‘Window of Appearance’ was a liminal point between the divine realm (i.e. the temple 
palace) and the outside world.  The decorative program would have also created a sense of awe amongst the 
courtiers who appeared before the king during reward ceremonies or festivals, thus the ‘Window of 
Appearance’ functioned as an embellished theatrical venue for the king that would emphasize his 
legitimacy both as the supreme governing ruler and as a cult vessel of the divinity.  This notion will be 
elaborated upon in the conclusion of this thesis.  However, a discussion on the various different occasions 
in which the king ‘appeared’ (hai) at the ‘Window of Appearances’ will be prudent in understanding how it 
functioned on a socio-religious level. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
72  Schäfer, “König im Fenster,” 1-11. 
 
73 Peck, Drawings, 49-50. 
 




The Contexts in Which the ‘Window of Appearance’ Was Utilized by the King. 
 
In chapters two and three, the architectural and decorative elements of the ‘Window of 
Appearance’ were discussed.  The location of the ‘Window of Appearance,’ in the small palaces attached to 
the Theban mortuary temples, possibly in the King’s Residence at Amarna, and perhaps in the ‘Mooring 
places of pharaoh,’ shed light on to the importance of this architectural feature.  But when was the 
‘Window of Appearance’ actually used by the king?  Past scholarship has focused on its function as a grand 
setting for the king to reward his faithful courtiers during festival occasions.  A more careful analysis of all 
known ‘Window of Appearance’ scenes reveals that the window was utilized on various occasions of 
different social and religious significance.  In the following chapter I will summarize past scholarship 
concerning the function of the ‘Window of Appearance’ as an apparatus from which the king rewards his 
courtiers in a ritualistic manner.  I will also address other contexts in which the king “appears” at the 
window, to help elucidate the possible religious and social importance of this architectural feature. 
 
4.1  Royal Feasts and Gift Giving 
 
 Talatat recovered from Karnak and Luxor documented by the Akhenaten Temple Project depict 
multiple ‘Window of Appearance’ scenes.  According to Donald Redford, a majority of these talatat 
bearing the ‘Window of Appearance’ have accompanying scenes that depict a large banquet in association 
with the appearance of the king and queen in the window (App. B, 4).  A number of reconstructed scenes 
show a dining area for the king and queen with two empty thrones, footstools, and large dining tables with 
food piled high awaiting the return of the royal couple from some other aspect of a ceremony (App. B, 4, 5, 
8). 1  The registers above and below depict storage areas for wine, food, and other commodities.  The scenes 
associated with the banquet also contain singers and musicians.  Redford postulates that “In all probability, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Redford and Smith, Akhenaten Temple Project. Vol. I; The author postulates that the Hb sd festival was the 
most likely candidate. See, Gohary, Akhenaten’s Sed Festival, 149-150, Pl. XCII, Bls. 6-11; Pl.XXIV, Sc. 52; Pl. LVII, 
Sc. 142; Pl.LIX, Scs. 148-149; Pl. LX, Sc. 150. 
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blocks which show the king’s crown beneath the broken cornice of the window come from scenes in which 
the king was depicted, in the window, surveying his officials banqueting in the court below (App. B, 4).2  
Some of the banquet scenes show officials partaking of the feast in the vicinity of the ‘Window of 
Appearance,’ while other officials peer up at the window in adoration.  Redford points out that above the 
heads of these individuals there are texts similar to those found in other ‘Window of Appearance’ scenes in 
which the king appears, that state “numerous are the things [the Disc?]	   is able to give […].”3  This text 
emphasizes the king’s connection to the Aten, where the king is the earthly manifestation of the god, and I 
believe, therefore, bestows the same benefits as the Aten does in the form of sustenance.4  The function of 
the ‘Window of Appearance’ as a location of the distribution for food on certain occasions is also 
documented in the decree of Horemheb.5  In this text, documenting a ten-day stationing of the army at the 
palace, the function of the window in the distribution of commodities from the royal granaries and 
storerooms is clear in a passage that states:  
Every man was sitting at his share of every good thing, (consisting) of good bread, meat, cakes from the 
property of the king.  [Their heads]	   were anointed [with]	  oil so that their voices reached heaven in paying 
adoration to the goodness of the Lord….The commanders of the infantry and all the chiefs of the army and 
every man…..[without]	  limit, while throwing (goods) to them from the window6 and as every man is 
summoned by name by the king himself.  They come forth from the Presence, shouting and provided with the 
property of the royal household.7 
 
Only one of the existing ‘Window of Appearance’ scenes depicts Ramesses II actually throwing 
any type of foodstuff from the window (App. B, 22).8  The most typical gifts depicted being tossed from 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Redford and Smith, Akhenaten Temple Project, 132. 
 
3 Ibid., 134. For this formula, see Donald Redford, Story of Joseph (Genesis 37-50). Supplements to Vetus 
Testamentum 20 (Leiden: Brill, 1970), 213, n.3. 
 
4 Concerning the notion of Akhenaten being the provider of sustenance just as the Aten does daily, see, 
Davies, The Rock Tombs of El Amarna, Part III, 12-13; In the ‘Window of Appearance’ scene in Huya’s tomb, the 
tomb owner addresses the king after receiving the king’s reward: “Praises to thy ka, O Ua-en-ra, the god ruler who 
makes princes, the great Nile-god of the whole land, the ka (or perhaps “sustenance”) of all mankind.”; See also, 
Davies, Rock Tombs VI, 12; Huya addresses the king below the ‘Window of Appearance’ stating: “….Thy [hands ?) 
are like the rays of Aten, so that thou establishes mankind wondrously, O my lord!”; Also see, Kemp, Anatomy of a 
Civilization, fig. 92. 
 
5 Benedict G. Davies, Egyptian Historical Records of the Later Eighteenth Dynasty, Fascicle VI, 
(Warminster: Aris & Phillips, 1995), 77-86. 
 
6 Ibid., 128, note 513: “A contraction of sSdw n xa ‘Window of Appearance.’” 
  
7 Ibid., 82; after ZÄS 80, 109ff. 
 
8 A foreleg, perhaps from a cow is depicted on the ground beneath the ‘Window of Appearance.’ 
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the window by the king were the golden shebyu collars.9  Awarding of gold jewelry by the king to his 
courtiers is a ritual that is evidenced from as early as the fifth dynasty.  The awarding of golden shebyu 
collars becomes popular during the middle of the eighteenth dynasty.10  The significance of the distribution 
of golden jewelry as a ritual and momentous occasion in the lives of courtiers is illustrated in many private 
tombs throughout pharaonic history.  Undoubtedly it was a highly ritualized ceremony in which the king sat 
on his throne dais or stood in the ‘Window of Appearance’ while a parade of foreign dignitaries, Egyptian 
soldiers, and members of the royal court proceeded into the courtyard in front of the ‘window’ bearing 
offerings for the king.11  The king would then address each esteemed individual, stating that they have done 
‘all good things’ for the chief deity (Amun, Re, Aten).  This emphasizes that the king is the manifestation 
of the god and therefore could reward the courtier with extravagant gifts of gold, wine, and other 
commodities.  
The importance of music, dancing, and feasting can be observed in the ‘Window of Appearance’ 
scenes as well as around the extant examples of the ‘Window of Appearance’ at Medinet Habu (Figs. 15, 
17, 18).  In the first courtyard below the ‘Window of Appearance’ one can still see a series of wrestlers 
consisting of Egyptians and foreigners.12  This undoubtedly depicts a portion of the ritual involved with the 
appearance of the king in the window and may have been a symbolic metaphor for the battle between 
Horus and Seth.13  Further evidence that the appearance of the king in the window was ritualistic is 
evidenced by the presence of the other royal officials who accompany the individual being honored.  To 
understand why these individuals are portrayed in the ‘Window of Appearance’ scenes, it is important to 
understand their administrative duties. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 See below, App. B, 3, 4, 7, 8, 10, 13 (Queen), 14, 16, 20, 21. 
 
10 See, Alan R. Schulman, Ceremonial Execution and Public Rewards. Orbis Biblicus et Orientalis 75.  
(Göttingen: Universitatsverlag Freiburg Schweiz Vandenhoeck & Ruprecht, 1988); also, Susanne Binder, The Gold of 
Honour in New Kingdom Egypt (Oxford: Aris and Phillips Ltd., 2008). 
 
11 See below, Sections 4.2-4.7. 
 
12 Hölscher, Medinet Habu III, pl. 3. 
  
13 Bleeker, Egyptian Festivals, 118; see also, J. Gwyn Griffiths, The Conflict of Horus and Seth from 
Egyptian and Classical Sources: A Study in Ancient Mythology (Liverpool: The University of Liverpool Press, 1960); 
for images from Medinet Habu see, Epigraphic Survey, Medinet Habu Vol. I), pl. 112. 
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4.2  Offering the Didactic Names of the Aten from the ‘Window of Appearance’ 
 In a reconstructed ‘Window of Appearance’ scene depicting Akhenaten and Nefertiti on talatat 
from the sanctuary of Teny-Menou at Karnak, the only example of the king offering cartouches from the 
window is portrayed (App. B, 3).  The significance of the practice of the king offering didactic names in 
royal cartouches, according to Shafer, is that, “Most offerings symbolized and were a part of the self of 
god; most offerings also symbolized and were a part of the selves of the donor and the officiant.  Offerings 
symbolized the donor and the donor’s desire to bridge the worlds of the god and humankind.”14  In this 
‘Window of Appearance’ scene, Akhenaten is not offering his own name but that of the Aten.  I believe 
that this was an ingenious way to clarify the symbolic message that the king’s presence in the ‘Window of 
Appearance’ communicated that he was the manifestation of the Aten.  Akhenaten furthered the emphasis 
of his divinity by enclosing the Aten’s royal name in cartouches rather than his own, symbolically 
implicating that he was not only the earthly manifestation of Aten but was actually co-ruling with the 
deity.15  Shafer, when discussing depictions of kings offering their names after the Amarna period, states: 
“In temple offering reliefs, the king is omnipresent as both donor and officiant.  Sometimes he presents a 
statue of himself.  Sometimes he presents his name, an inseparable part of his identity.”16  The ‘Window of 
Appearance’ representation on the talatat from the Teny-Menou sanctuary at Karnak reveals a crucial 
moment in Akhenaten’s reign in which he utilized the ‘Window of Appearance’ to display to his courtiers 
and subjects that he had fully removed himself from the traditional association with Amun-Re and had 
became the manifestation of the most visible aspect of the divine solar deity, the sun disc.  It is important to 
note that the king is probably not offering the name of the Aten to the god, unlike the situations mentioned 
by Byron, where the king offers his own name or image to a deity.  The posture of the king, bending down 
from the ‘Window of Appearance’ to someone below his level, clearly indicates a mortal recipient. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Byron E. Schafer, “Temples, Priests, and Rituals: An Overview,” in ed Byron E. Schafer, Temples of 
Ancient Egypt (Ithaca: Cornell University Press, 1997), 24. 
 
15 Friedman, “Ax in the Amarna Period,” 99-106. 
 
16 Shafer, Temples, 24-25. 
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4.3  The Other Key Players: The Vizier and Royal Fan Bearers 
 In numerous depictions of the ‘Window of Appearance’ there are groups of courtiers, foreign 
dignitaries, soldiers, dancers, and other members of society who are portrayed along with the honored 
individual being directly addressed by the king.  Two of the most commonly represented royal officials 
who stand nearest to the king are the royal viziers and fan bearers (Fig. 47).17  The fact that the ‘Window of 
Appearance’ functioned as a governing platform for the king that emphasized his divinity and also his 
ruling authority is indicated by the presence of the vizier.  During the New Kingdom the vizier was a highly 
respected official in the royal court who was responsible for many duties that were critical in maintaining 
the king’s divine legitimacy and control of the government.  The vizier was in charge of the management of 
the civil administration of daily activities in the pr-nsw or the “royal palace.”  In essence he was the chief 
overseer of all royal officials and, in cooperation with the overseer of the treasury, was in charge of the 
royal workshops and storehouses at the palace.18  
The vizier oversaw and managed everyone who came and went from the royal palace, and he was 
also the chief orchestrator of events during festivals.  Among other important civil duties, he served as the 
overseer of all internal operations within the country, including the maintenance of security around the 
king, and was thus directly in charge of the royal police corps.  The vizier also functioned as the chief 
justice in legal matters pertaining to crimes committed by royal government officials.  Local administrative 
reports from government officials were also handled by the vizier, and according to Van den Boorn, “All 
local magistracies are obliged to report every four months on their accomplishments.  Councilors of the 
district report to him (the vizier) their affairs, and urban authorities report on the state of security.”19 
Regarding the role of the vizier as it applies to the ‘Window of Appearance’ setting, one of the other duties 
this individual was responsible for was being an intermediary between the king and city officials.20  In this 
capacity the vizier reported all municipal activities to the king personally and thus oversaw the manner in 
which these officials acted on a daily basis in their respective bureaucratic responsibilities.  It is likely then 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 See below, Appendix B, 3, 4, 7, 8, 9, 10-12, 14, 15, 16, 17, 19, 21-23. 
 
18 G.P.F. Van den Boorn, The Duties of the Vizier: Civil Administrations in the Early New Kingdom (London 




20 Ibid., 319-322. 
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that it is the vizier that recommended to the king the elevation of certain officials municipal or religious 
rank through the reward ceremonies depicted in the ‘Window of Appearance’ scenes.  They probably 
accompanied the ceremony as it concerned civil administration and the distribution of rewards from the 
royal treasury.   
In the ‘Window of Appearance’ scenes that are in a military setting, namely those of Ramesses III 
at Medinet Habu, the vizier is also present, thus denoting another power that he was occasionally delegated 
by the king: the role of overseeing the gathering of war booty and its subsequent redistribution among 
military officials.21  In essence the presence of the vizier in the ‘Window of Appearance’ scenes implicates 
that this royal platform not only functioned as a device to emphasize the divinity of the king but also its 
function in the maintenance of civil order and bureaucracy.22   
Another individual commonly portrayed in the ‘Window of Appearance’ scenes is the “Royal Fan-
Bearer.”23  The title TAj xw Hr wnmj n njswt, “Fan-bearer on the right side of the king,” is an honorary title 
for high officials with close association to the king.24  Both Horemheb25 and Ay are depicted carrying 
ostrich feather fans before becoming king themselves.  Viziers and overseers of the treasury are also 
depicted as carrying ceremonial fans before the king (App. B, 18, 27, 28, 29, 31).  In addition, even the 
royal princes and princesses carry xwi fans in the presence of their father (App. B, 27, 29, 31).  Evidence 
that the title “Royal Fan-Bearer” became an honorary position is found during Amenhotep III’s reign.  One 
of Amenhotep III’s foreign high commissioners, an overseer of Egypt’s Canaanite provinces named 
Yankhamu, later retired to Egypt and acquired this honorary title.26  The xwi fan was a symbol of esteemed 
status for the individual, and by waving it in front of the king it was meant to symbolically protect him.  
The presence of the fan-bearers and viziers were necessary in the administrative uses of the ‘Window of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Ibid., 322. 
 
22 For more on the nature of the Egyptian government during the eighteenth dynasty, see, William J. 
Murnane, “The Organization of Government under Amenhotep III,” in Amenhotep III Perspectives on His Reign, ed. 
David O’Connor and Eric H. Cline (Ann Arbor: The University of Michigan Press, 1998) 173-221, esp.188-189. 
 
23 See below, Appendix B, 3, 4, 7, 8, 9, 10-12, 14-16, 17, 19, 21-23.  
 
24 Christine Meyer, “Wedelträger,” in Lexikon der Agyptologie, Vol. VI (Wiesbaden: Otto Harrassowitz, 
1986), 1161-1163. 
 
25 See below, fig. 15; see also, Martin, Tomb of Horemheb, pl. 112. 
 
26 William J. Murnane, “The Organization of Government Under Amenhotep III, 180.  
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Appearance,’ as they served as civil intermediaries between the divine king and his non-divine 
subordinates.  These royal officials were also present during certain religious festivals in which the king 
made his grand appearance as the sun god incarnate. 
 
4.4  The Valley Festival 
 
We know from the texts on the west thickness of the ‘Window of Appearance’ at Medinet Habu 
that one of the occasions on which Ramesses III appeared in the window was during the second month of 
the ancient Egyptian calendar, Smw, when ‘the beautiful festival of the valley’ was celebrated in honor of 
the journey of the sacred barque of Amun from Karnak across the river to the Theban necropolis.27  The 
festival focused on the resurrection of the deceased (civilians and the king) and their rebirth as a semi-
divine being or an Ax.28  For the journey across the Nile, the king in his royal boat led a procession in front 
of the sacred barque of Amun, which was then followed by numerous other boats.  
The journey from Karnak to the Theban mortuary temples by the barque of Amun was symbolic 
of the daily journey of the sun from the eastern horizon at dawn to the setting of the sun on the western 
horizon.  The sun was represented by the cult image of Amun-Re.  This journey was symbolic of the death 
and rebirth of the sun god, and the king’s participation in this festival was thus symbolic of his forthcoming 
death and rebirth.  The ancient Egyptians believed that even before death these rituals were to be performed 
in order to guarantee one’s rebirth.29  This is why the Valley Festival occurred once a year during a time 
between the harvest and the renewal of crops brought about by the Nile floods.  Reliefs and inscriptions on 
the west thickness of the ‘Window of Appearance’ at Medinet Habu depict Ramesses III proceeding out 
from the palace into the first courtyard followed by two ceremonial fan bearers and sunshade bearers (Fig. 
48).30   The inscriptions accompanying the scene reiterate the function of the Festival of the Desert 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Byron Shafer, ed., Temples of Ancient Egypt, (Ithaca, Cornell University Press, 1997), 136, footnote 38. 
 
28 Ax means “being of light.” For more on this concept see Friedman, “Ax in the Amarna Period,” 99-106. 
 
29 Bleeker, Egyptian Festivals, 118-119; Bleeker discusses this concept as applicable to the Hb sd festival, 
however, I believe the same can be said about the Valley Festival. 
 
30 Hölscher, Medinet Habu, Vol. III, 41; Hölscher, Medinet Habu, Vol. IV, pl. 238A. 
 
 64	  
Valley.31  I believe that the king, being the divine earthly image of the sun god, thus symbolically made this 
journey to the mortuary temple and upon arrival likely celebrated and conducted the traditional cultic 
rituals accorded to him until dusk, after which he would then retire to his palace connected to the first 
courtyard to spend the evening.  Undoubtedly this served as a symbolic nightly journey through the dwAt, 
just as the sun god made the same journey during the night.  I believe this is where the importance of the 
‘Window of Appearance’ comes into play.  It is possible that at the moment just before dawn the king 
would stand waiting behind closed shutters of the window and, at the rising of the sun, the shutters would 
open and the king would appear symbolically representing himself as the reborn earthly manifestation of 
the sun god.32  This notion may be supported by the texts on the west thickness of the window 
accompanying the image of Ramesses III that state:  
The appearing [of the king] as a divine child like Re [at da]wn in his august palace which is like the horizon 
of Re when he shines in the heavens…The king himself, he says to the nobles, prophets, and officers of the 
infantry and the chariotry: ‘See my benefactions which are before you’….33 
 
This text emphasizes that the king was symbolically manifesting the sun god in his “appearance.” 
The Valley Festival’s association with the ‘Window of Appearance’ is documented by an inscription on the 
east face of the doorway to the right (west) of the ‘Window of Appearance.’  The inscription accompanies a 
carved relief of the king dressed in his festival regalia walking toward the open courtyard: “In order to 
cause his father Amun to appear in his Feast of the Valley” ( Fig. 49).34  Furthermore, on the back of the 
first pylon on the eastern end of the columned portico of the first courtyard, an inscription accompanies the 
appearance of the king: “[Like Re from] the palace of his august temple to cause that his father Amun 
appear in his Feast of the Valley.”35  The textual evidence associated with the ‘Window of Appearance’ at 
Medinet Habu indicates that it was utilized also for another festival, the Opet Festival.36 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31 William F. Edgerton and John A. Wilson, Historical Records of Ramses III. The Texts in Medinet Habu 
Volumes I and II.  Studies in Ancient Oriental Civilization, No. 12 (Chicago: The University of Chicago Press, 1936), 
137. 
 
32 See above, Chapter 2, section 2.5, 33. 
 
33 Hölscher, Medinet Habu III, 41. 
 
34 Ibid., 42. 
 
35 Ibid., 42-43; see also, Epigraphic Survey, Medinet Habu Vol. II, pl. 123 B; a similar relief and 
accompanying inscription can also be found on the west end wall on the front of the second pylon. 
 
36 Hölscher, Medinet Habu III, 41. 
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4.5  The Opet Festival 
In the doorway to the left of the ‘Window of Appearance’ at Medinet Habu, on the west wall, a 
relief of the king walking out of the palace toward the courtyard is accompanied by a text that states: “His 
majesty appears…in order to see his father Amon-Re on his first feast of Opet.”37  The Opet festival was 
the lengthiest ancient Egyptian festival lasting up to twenty-seven days.  The festival took place during the 
second month of Inundation (Axt).  The focal point of the festival was a procession by the king from Karnak 
temple to Luxor, where the king’s kA united with the divine power of Amun-Re, becoming imbued with the 
power of the god.  According to Lanny Bell, “The cosmic significance of the Opet-festival was tremendous.  
Beyond its role in the cultus of the king, it secured the regeneration of the Creator, Amun of Luxor, the 
rebirth of Amun-Re of Karnak, and the re-creation of the cosmos.”38   
The events of the festival were highly ritualized and centered around not only the king’s 
procession from Karnak but also the symbolic journey of the sacred cult image of Amun-Re, together with 
those of Mut and Khonsu.  The journey of the king and the cult images of the gods occurred either on land 
or on the Nile in large sacred barges.39  After the king was united with Amun-Re in the inner sanctuary at 
Luxor, he would appear in all of his glory to the people in the courtyard, imbued with the royal kA and the 
divine powers of the sun god.  The procession then continued across the river to the ‘houses of millions of 
years’ at the Theban necropolis.  Here a similar procession from the western bank of the Nile into the 
mortuary temples took place, where the king would again follow the divine image of Amun-Re into the 
naos to become further imbued with the power of the deity.  This procession to the Theban necropolis 
functioned as a symbolic journey of the king and the sun god into the western horizon, thus symbolizing the 
death of the sun.40  Much like the Valley Festival, after the king followed the divine statue of Amun into the 
inner sanctuary at Medinet Habu, he then spent the night in his palace.  Then in the morning he appeared in 




38 Lanny Bell, “The New Kingdom “Divine” Temple: The Example Of Luxor,” in ed. Byron Shafer, Temples 
of Ancient Egypt (Ithaca: Cornell University Press, 1997), 157. 
	  
39 In the reliefs depicting the Opet Festival at Luxor, there are ‘Windows of Appearance’ on either end of the 
covered shrine that held the sacred barque of Amun; see, The Epigraphic Survey, Reliefs and Inscriptions at Luxor 
Temple. Vol. 1 (Pls. 1-128), The Festival Procession of Opet in the Colonnade Hall. University of Chicago Oriental 
Institute Publications No. 112 (Chicago: The University of Chicago Press, 1994). 
	  
40 Ibid., 127-184. 
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the ‘Window of Appearance’ in a way that was symbolic of his divine status as the earthly manifestation of 
the solar deity.41  The upper terrace of the mortuary temple of Hatshepsut at Deir el Bahri is also decorated 
with scenes of the Opet Festival and was an important stop during the festival.42 
The ‘Window of Appearance,’ however, was not solely used in a festival setting.  Other contexts 
in which Ramesses III wished to demonstrate his being the earthly manifestation of the sun god Amun-Re 
are represented on the exterior walls of Medinet Habu (App. B, 25-29) and provide evidence for the other 
occasions on which the king would have appeared at the ‘Window of Appearance.’ 
 
4.6  The Function of the ‘Window of Appearance’ in Depictions of Military Settings 
 
 On the northern exterior temple wall at Medinet Habu there is a depiction of the king at the 
‘Window of Appearance’ celebrating his victorious campaign against the Libyans (App. B, 25).43  This 
scene reflects another occasion on which the window was used to emphasize the divinity of the king, and in 
this instance functions to emphasize the king’s divine military might.  On festival occasions the ‘Window 
of Appearance’ functioned as a platform to enhance and frame the king’s status as the earthly manifestation 
of the sun god Amun-Re.  On this stage, before his troops, that connection is once again manifested in the 
appearance of the king in the window.  However, on this occasion the king associates himself with the 
militaristic aspect of the solar deity when he states: “Rejoice and exult ye to the hei[ght of]	   heaven, for I 
have appeared like Montu, extending Egypt.”44   
The significance of the “appearance” of the king in the ‘Window of Appearance’ is emphasized by 
the officials’ response to the king: “Thou art Re, as thou risest on Egypt.  When thou appearest, mankind 
lives.  Thy heart is shrewd; thy counsels are excellent.”45  The depiction of the building named “Usermare 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41 Holscher believes that the barque sanctuaries at Medinet Habu were not meant to receive the sacred 
barques of Mut, Khonsu, and Amun-Re, and that if they were housed overnight, they would have likely been placed in 
the hypostyle halls; see, Hölscher, Medinet Habu Vol. III, 28. 
 
42 Edouard Naville, The Temple of Deir El Bahari, Part V. Plates CXIX-CL. The Upper Court and Sanctuary 
(London: Egypt Exploration Fund, 1906), 3-5, pls. CXXII-CXXVI. 
	  
43 See also, Epigraphic Survey, Medinet Habu, Vol. I, Earlier Historical Records of Ramesses III (Chicago, 
The University of Chicago Press, 1930), pls. 21-22. 
 





Meriamon is the repeller of Temeh”46 indicates that this scene takes place outside of an Egyptian fortress 
likely in the western desert.  This ‘fortress’ could represent a ‘mooring place of the pharaoh,’ otherwise 
referred to as a ‘rest house,’ which would support the presence of the ‘Window of Appearance.’47  The texts 
that accompany the ‘Window of Appearance’ scenes are programmatic in nature, consisting of the king 
stating his military prowess as aided by his divine father Amun and Montu, followed by a response of 
praise by the officials honoring the appearance of the king as if he were Amun-Re incarnate.  There are 
three more scenes in which the king is depicted in a militaristic setting, utilizing the ‘Window of 
Appearance’ in the first courtyard at Medinet Habu to address his army.   
A scene on the east wall of the first courtyard depicts the king receiving an account of how many 
enemies were captured and killed in the Libyan war (App. B, 29).48  The northern exterior wall of the main 
sanctuary depicts Ramesses III distributing armament to his soldiers in preparation for battle with the Sea 
Peoples.  This again represents the king in a role as a provider and mighty military leader; it is as if only 
through his divine might that the military will succeed (App. B, 26).49  A scene of the king on the northern 
exterior wall of Medinet Habu portrays the king at the ‘Window of Appearance’ basking in the glory of 
victory over the Sea Peoples (App. B, 28).50  A fortress or palace is depicted in the background, designated 
as “Migdol of Ramesses III.”  According to Gardiner, this palace was likely located at Magdolo or Tel el-
Her near the Pelusiac opening of the Nile, although Edgerton and Wilson indicate the possibility of this 
palace being located in Canaan.51  Regardless of its location, it indicates that border fortresses incorporated 
the ‘Window of Appearance’ as a regular architectural feature.  Finally, on the south wall in the first court 
at Medinet Habu, Ramesses III appears at the royal window on the occasion of a victory over the Syrians 
(App. B, 27).52  The texts accompanying the scene state that Ramesses III has been divinely guided to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46 Ibid. 
 
47 See above Chapter 2, section 2.7; Kemp, Anatomy of a Civilization, 218-223. 
 
48 Epigraphic Survey, Medinet Habu Vol. II, pl. 75. 
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victory and thus offers up the captured Syrians to Amun in order to provide Ramesses with a long reign 
filled with many victories.  This indicates another way in which the ‘Window of Appearance’ functioned as 
a gateway platform; a link between the divine world and the world of the living, a platform from which the 
king not only rewarded his mortal courtiers but also presented offerings in the form of defeated foreigners 
to Amun.   
The presence of the ‘Window of Appearance’ in military contexts at Medinet Habu emphasizes 
the king’s divine might as a warrior, like Amun-Re, to both his military and to his enemies.  The use of the 
window would have created a sense of divine power and intimidation amongst both the enemy and the 
king’s soldiers.  This architectural venue and the king’s appearance within it likely imbued his subjects 
with a sense of obedience and subjugation.  Defeated enemies were not the only thing offered to the gods 
before the ‘Window of Appearance’; the king also offered the most important part of himself to his chief 
deity, his royal kA.  
 
4.7  Discussion and Conclusion 
 This chapter has addressed the different occasions on which the king appeared at the ‘Window of 
Appearance.’  The most popular context in which the window was utilized, according to the artistic 
depictions in non-royal tombs, are the gift giving ceremonies.  During the Amarna period, only the one 
scene from the Teny-manou may not portray Akhenaten and the royal family in the ‘Window of 
Appearance’ distributing “gold of honor” to high officials.  This practice continued in the reigns of 
Tutankhamun, Ay and Horemheb (App. B, 14-18).  In a scene from the tomb of Neferhotep, Ay’s unnamed 
queen alone is depicted alone in a ‘Window of Appearance’ distributing awards to Meryet-Re.  
The awarding of “gold of honor” by the king to high officials was undoubtedly one of the most 
important moments in the official’s life and this practice, situated in the ‘Window of Appearance,’ 
continued throughout the Ramesside period.  This is demonstrated by Hor-Min’s choice to illustrate the 
occasion on which he was awarded by Seti I on a votive stela.  During the reigns of Horemheb and 
Ramesses II, depictions of some examples of the gift giving ceremony are different in that they depict the 
king at the ‘Window of Appearance’ awarding not just the individual in whose tomb the scene appears, but 
other high officials at the same time.  I believe this provides evidence that these gift giving ceremonies 
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were not organized for one special high official, as the tomb scenes from Amarna and elsewhere would 
lead one to believe, but were occasions in which numerous officials lined up for their opportunity to appear 
before the king to praise him and receive shebyu collars and other rewards for their loyal service.  
In a number of the scenes from the corpus, other commodities, such as food, are illustrated on 
small tables near the awardee or being carried out of the storage rooms.  This may support the notion that 
large feasts were involved on the occasion.  As previously stated, we know that food was distributed from 
the ‘Window of Appearance’ based on textual evidence from the reign of Horemheb and armaments during 
the reign of Ramesses III.  The gift giving ceremony from the ‘Window of Appearance’ served as a 
governing tool for the king.  This notion is made clear by the presence of respected and powerful municipal 
officials, such as the royal fan-bearers and the Vizier.  These two key individuals are present in nearly all of 
the ‘Window of Appearance’ scenes.   
The gift giving ceremony so often depicted in ‘Window of Appearance’ scenes may have, in some 
instances, coincided with the Valley and Opet Festivals.  During these religious festivals the focus was on 
the king’s merging with the sun god, and the shebyu collar was symbolic of favor from the solar deity.53  As 
I stated earlier in this chapter, with the king’s completion of the cultic rites involved in each of these 
festivals, he became the manifestation of Amun-Re.  This served to legitimize the ruling authority of the 
king not just on a civil governing level but also as divinely ordained.  I believe this concept can be applied 
to the occasions on which the king appeared at the ‘Window of Appearance’ during military occasions.  As 
previously stated, the depictions of Ramesses III standing beside what appears like a speaker’s podium may 
represent a portable ‘Window of Appearance’ that was brought along with the Egyptian army on 
expeditions to serve as a constructed sacred barrier between the god king and his mortal soldiers.  It may 
also be possible that these portrayals of the ‘Window of Appearance’ are abbreviated depictions that show 
only the parapet and pillow, and that the king is actually standing behind a larger ‘Window of Appearance’ 
that was part of a structure not depicted for artistic reasons, perhaps to allow for more space for texts  
In a ‘Window of Appearance’ scene depicted on the talatat from the Teny-Menou, Akhenaten with 
Nefertiti behind him, leans out from the window and appears to be handing the didactic names of his chief 
deity, the Aten, to someone.  It is unclear why Akhenaten would be handing the cartouches of the Aten to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
53  Betsy Bryan, “Antecedents to Amenhotep III” in, David O’Connor and Eric Cline, Amenhotep III: 
Perspectives on His Reign (Ann Arbor: The University of Michigan Press, 2001), 51. 
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someone below the window, rather than offering them up to the god above.  If it was in fact meant to be a 
symbolic representation of the king offering a part of his royal kA to the deity one would expect him to be 
raising them up and not handing them down.  Could this scene represent the king receiving the didactic 
names of the Aten from someone below as an offering, perhaps the vizier or high priest?  Whatever the 
reason, I believe this scene depicts the king utilizing the ‘Window of Appearance’ to indicate his direct 
connection to the Aten, his father, and to emphasize that he is now the living image of the deity.  The 
uniqueness of this ‘Window of Appearance’ scene may also be attributed to its context, having been a part 
of an early Aten temple at Karnak, it varies from the majority of the ‘Window of Appearance’ scenes which 
are situated in mortuary contexts.  
In this chapter I have described different occasions, both religious and administrative, in which the 
king appeared at the ‘Window of Appearance’ throughout the New Kingdom.  In the final chapter I will 
analyze the significance of the king’s appearance at this royal venue as a form of ritual that acted not only 
to legitimize his ruling authority, but also to emphasize his divinity.   
 
 71	  
CHAPTER 5:  
Conclusions 
 
This study has brought to light many new insights into the socio-political, religious, ritualistic, and 
structural function of the ‘Window of Appearance.’  By gathering a corpus of all known scenes of the 
tenanted ‘Window of Appearance’ from the New Kingdom, I have been able to analyze how: 1) the artistic 
portrayal of the architectural composition of the window evolved, and 2) the overall decorative program 
was incorporated within this architectural venue.  In doing this I was able to show that the variation in the 
decorative program was not simply artistic convention, as past scholarship has stated but, on the contrary, 
likely reflects the fact that multiple ‘Windows of Appearance’ existed throughout ancient Egyptian royal 
cities during the New Kingdom as suggested by archaeological evidence from Thebes, Kom el-Hattan, 
Malkata, and Amarna.  Other locations for the ‘Window of Appearance’ have been suggested based on its 
artistic depiction; for instance, Habachi indicates that the ‘Window of Appearance’ scene on the stela of 
Mosi may represent Ramesses II at a window in Piramesses.1   
Evidence that the ‘Window of Appearance’ was incorporated into temporary residences of the 
king, referred to as “Mooring Places of the Pharaoh,” is present in texts.2 I have also shown that variation in 
the decorative program on the ‘Window of Appearance’ may also be indicative of shifting socio-political 
and religious ideologies within each respective reign and that the layout of the decorative program was 
arranged systematically to reflect a microcosm of the king’s divine and earthly domain and to be 
representative of the doctrines of his role as king.  Furthermore, I have provided evidence that the presence 
of the king in the ‘Window of Appearance’ would have functioned on many different levels to legitimize 
his divine status and governing authority, as well as to evoke a psychological effect on his subjects that 
would lead to a sense of awe and therefore an increased sense of piety and loyalty toward the leader.   
With regard to past scholarship concerning the architectural layout of the ‘Window of 
Appearance,’ I addressed Barry Kemp’s notion that these artistic portrayals must not be interpreted 
literally.  Keeping this in mind, I discussed the different architectural elements that display variation in the 
artistic representations of the ‘Window of Appearance’ and provided a new interpretation.  I put forth 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1  Habachi, “Features of the Deification of Ramesses II,” 28-39. 
 
2  A.H. Gardiner, ed., The Wilbour Papyrus II (Oxford: University Press, 1948), 18. 
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support for the notion that the wider side walls outside the jambs on either side of the window, that first 
appear in the art of the Amarna period, do not reflect lower screen walls of a projecting bay but rather, 
walls that project outward from the side of a shallow balcony.  Another architectural anomaly that is 
depicted in a number of different ways, the “canopy,” was also addressed.  I gave alternative possibilities 
for the architectural feature actually represented in the artistic depictions of the ‘Window of Appearance.’  
This is more likely the ancient Egyptians’ way of portraying either a columned portico or a porch above the 
window that might not have connected directly to the structural wall of which the window was a part.  This 
would have left a space open to the sky to allow for the penetration of the sun’s rays into the ‘Window of 
Apperance’ and onto the royal couple.  I also provided a new interpretation for a visually confusing aspect 
of some of the ‘Window of Appearance’ scenes, which past scholars have referred to as the “lower level.”  
This representation of the architectural composition has led some to believe that the ‘Window of 
Appearance’ was actually a two-story structure that was entered from two doorways that flanked either side 
of a projecting bay.  I have shown that to be an inaccurate observation by discussing the variation seen in 
the depictions of the architectural composition in all ‘Window of Appearance’ scenes throughout the New 
Kingdom.  I agree with Kemp’s notion that the most accurate portrayals of the architectural layout of the 
‘Window of Appearance’ can be seen in the wider, unattended depictions of the venue found at Amarna 
and on the Hermopolis talatat.  I provided evidence that a specific depiction in the tomb of Meryre is the 
most accurate portrayal the ‘Window of Appearance’ in its architectural setting.  Using that scene as a 
model, I disagreed with Kemp’s notion that modern reconstructions of the architectural plan of the 
“window” are necessarily flawed and provided my own reconstruction of what I believe the ‘Window of 
Appearance’ would have looked like, based on his and Hölscher’s notion that it would not have been 
greatly different than the ‘Window of Appearance’ at Medinet Habu. 
This study has also pointed out that the evolution of the artistic depictions of the ‘Window of 
Appearance’s’ architectural layout went through five different stages during the New Kingdom, including 
1) the earliest representations bearing a resemblance to traditional baldachins or throne kiosks, 2) the 
‘Window of Appearance’ with jambs and side walls at the same height under a single “broken” lintel, 3) the 
‘Window of Appearance’ with jambs under a broken lintel and shorter side walls, 4) the ‘Window of 
Appearance’ with jambs under a continuous lintel, and, 5) the ‘Window of Appearance’ depicted similar to 
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a speaker’s podium.  An important consideration is whether the latter type represents a small kiosk or 
rostrum, or if it is simply an abbreviated portrayal of a kiosk or window balcony attached to a larger 
structure, such as the temple palace, or the king’s residence.  I believe that the more abbreviated depictions 
of the architecture of the ‘Window of Appearance’ were simply that, an abbreviation of the venue that was 
attached to a larger building.  I believe that the abbreviated portrayals of the ‘Window of Appearance’ are 
the result of a lack of space in which to portray the larger architectural.  For instance, the more abbreviated 
enclosed rostrum is utilized on the stelae of Mosi and Hor-min because there is a general lack of space.  
The ‘Window of Appearance’ scenes of Ramesses III in military settings at Medinet Habu are troubling, 
since artistic space was presumably not limited.  I offered two interpretations of these scenes, one being 
that they are abbreviated portrayals of a larger ‘Window of Appearance’ perhaps in the migdols depicted in 
the background in certain scenes or depictions of the window at Medinet Habu.  The other interpretation of 
the rostrum-like depiction of the ‘Window of Appearance’ is a literal one, that these were in reality portable 
‘Windows of Appearance’ that were brought along with the Egyptian army on military campaigns for the 
king to utilize during important occasions in the field.  
In this study I have also pointed out that emphasis was placed on the architectural elements of the 
window at Amarna because the city and its numerous buildings were the Axt of the Aten, and were therefore 
its earthly and celestial realm.  Furthermore, the emphasis given to the artistic representation of the 
architectural layout of the city in the private tombs can perhaps be attributed to a different concept of the 
afterlife during the Amarna period.  Gone are the traditional depictions of the pantheon of gods, such as 
Osiris, Isis, and Anubis, and the scenes of the deceased offering to them. These are replaced by images of 
the king, queen, and the Aten.  After the Amarna period there continued to be a lingering artistic influence 
in the way the king was depicted in the ‘Window of Appearance’ with half of his body sometimes hidden 
behind the parapet.  However, a return to the more traditional artistic convention likely influenced the 
artistic shift toward depicting the bodies of the king (and queen) in full view and standing beside the 
parapet of the window, when in reality they were actually standing behind it.  
In addressing the various decorative components of the ‘Window of Appearance’ I have provided 
evidence in the presence of the srx or niched façade motif as decorative elements, that the “window” could 
have symbolically functioned as a constructed liminal point between the celestial and earthly realm of the 
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king (i.e. the inner temple palace and the courtyard), similar to a false door.  Utilizing recent research by 
Stephen Harvey, I have also shown that the symbolism of double false doors placed on the east and west 
walls of private houses of officials and their presumed link with the rising and setting of the sun, when 
applied to the ‘Window of Appearance,’ could indicate that the window served not only as a symbolic 
horizon for the rising of the sun (i.e., the king being present perhaps at dawn, opening the shutters of the 
window and appearing in glory as the Aten does on the horizon), but also that it acted as a symbolic 
gateway between the earthly realm and the realm of the divine.   
By analyzing the decorative program and the variability in the use of certain motifs on the 
‘Window of Appearance,’ I have concluded that each decorative motif has its own symbolic connotations 
that evoke both divine and earthly concepts as they apply to the king.  I illustrated that these motifs were 
organized in a similar way to the texts adorning the window in a hierarchical manner according to each 
motifs larger meaning.  A general pattern emerged in the motifs representing a progression from the lowest 
registers of the side walls and jambs to the upper registers, which represents a move from more earthly 
aspects of the king’s rule at the bottom to those of a more divine nature at the top of these architectural 
elements.  Furthermore, I took this concept and applied it to the central elements of the ‘Window of 
Appearance’ – the parapet, “Royal Red” pillow, and the image of the king – and concluded that a similar 
hierarchical symbolism was present.  I believe that the parapet represents the primeval mound that emerged 
from the primordial waters of Nun and that the “Royal Red” pillow is symbolic of the rising sun at dawn 
when there are still stars in the sky.  I also believe that the figure of the king could be representative of the 
sun’s rising over the mound.3  I have shown that this is indicated by the placement of the didactic names of 
the Aten, the celestial and divine father, at the top of the jamb with the king’s titularies below followed by 
the queen’s, and lastly at the bottom the textual exhortations.   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 I believe it is also possible that the king’s khepresh crown is symbolic of the morning sky with the stars still 
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scholarship has stated that they were the embodiments of the primeval gods Shu and Tefnut, this sky symbolism being 
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The presence of the king at the ‘Window of Appearance’ would have functioned on many 
different levels to legitimize his divine status and governing authority, as well as to evoke a psychological 
effect on his subjects that would lead to a sense of awe and therefore an increased sense of piety and loyalty 
toward the leader.  The occasion of the king’s appearance at the ‘Window of Appearance’ was a highly 
ritualized occasion that acted as a governing tool.  In order to understand how this ritual performance by the 
king and his officials functioned, a brief discussion on ritual theory is pertinent.   
In both antiquity and the modern world, politics and religion are inextricably linked through 
enactments of ritual.  According to Hunt: “Insofar as societies tend to deify, sacrilize and idolize their own 
social condition as the condition of the cosmic order, secular rituals would always be tinged with sacred 
aspects, with deeply buried divine symbolism…”.4  Durkheim argues that through ritual people project the 
secular socio-political order in which they live onto a cosmological plane.5  It is through ritual that people 
symbolize the “system of socially approved ‘proper’ relations between individuals and groups.”6  The 
emphasis that the architectural layout and decorative program of the ‘Window of Appearance’ placed on 
the divinity of the king directly influenced those individuals that were privileged enough to appear before 
the king.  The ritual of the appearance of the king in this powerful venue likely functioned to present the 
king’s authority both politically and religiously as the only acceptable standards among the rest of society.7  
The artistic arrangement of socio-religious symbols on the exterior of the ‘Window of Appearance’ was a 
way of reflecting this particular worldview. It is through the ritual of the king’s appearance to the public 
that a strong emotional response was likely created.  The presence of other governmental agents of the king 
beneath the ‘Window of Appearance’ emphasizes the ritualistic nature of the king’s appearance.  According 
to David Kertzer: 
The political leader who wants to create the public impression that he is champion of justice, equity, and the 
general good is far more likely to achieve a deeper and more lasting impression by staging a dramatic 
presentation of this image than he is by simply asserting it verbally.  His appearance should be replete with 
appropriate symbols and managed by a team of supporting actors.  In this way, power holders, or aspiring 
power holders, seek to promulgate the view of the political situation they would like the general population to 
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hold.  The drama not only constructs a certain view of the situation, but it also engenders an emotional 
response that associates notions of right and wrong with the elements in this view.  It is, indeed, a moral 
drama, not just an instructional presentation.8 
 
The various symbols adorning the ‘Window’s of Appearance’ throughout the New Kingdom are 
therefore arranged with purpose and reflect the socio-political underpinnings of each respective king for 
whom the scene is attributed.  These symbols, the decorative motifs, architectural layout, and the 
appearance of the king (and queen) within the ‘Window of Appearance’ all serve as effective tools of 
legitimization and mystification.9 In ancient Egypt the king was both a divinity and the head of the 
government.  The king governed his people indirectly through various officials such as the vizier, 
governors, and other government officials.  The mystification involved with the ritual appearance of the 
king at the ‘Window of Appearance’ was a way of constructing the social and political reality of the 
kingdom.  According to Kertzer: “Crick refers to this as the “social misconstruction of reality” and the 
“social construction of ignorance,” nurtured by power holders in an attempt to prevent people from 
realizing the subservient role that, in some sense, they choose to perform.”10  The notion that the king’s 
presence in the ‘Window of Appearance’ on any occasion was ritualistic is directly tied to the king’s 
divinity, which became more emphasized during the reign of Amenhotep III and subsequently during the 
reign of Akhenaten. Both of these kings utilized new artistic and architectural forms to elevate their status.  
According to Kertzer:  
Where the gap between rulers and ruled is greatest, rites of rulers are most highly developed.  The logical 
outcome of the sacralization of power is the divinization of the ruler, who reigns not by force, still less by 
illusion, but by supernatural powers vested in him.  Such an ideology cannot take hold without a powerful 
ritual through which the ruler’s supernatural power is made visible to the population.11 
 
 The ritual appearance of the king at the ‘Window of Appearance’ on the occasion so often 
depicted in the private tombs at Amarna, in which he awarded his officials with golden shebyu collars, 
functioned to emphasize his connection to the solar deity through a sort of theatrical performance in his 
divine guise.  The giving of gold by the king also functioned to legitimize his rule and emphasize his 
power, and his presence in an architectural setting so fantastically adorned with powerful symbols 
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separated himself and his divinely and politically charged persona and realm (the temple palace) from the 
normal and everyday outside world (the courtyard) where the official stands.  The use of architectural 
venues to elevate or separate political and religious leaders from the general population has remained 
essential in ritualistic meetings throughout history, for example: The emperor seated on throne on an 
elevated podium in the center of the temple where the Roman Senate met; long lines of pilgrims awaiting 
the royal touch in seventeenth-century France; the Moscow May Day paraders who pass by the central 
podium pledging loyalty and submission to their leaders.12  Furthermore, we can see a similar type of ritual 
involving both religion and political rule in an emphasized architectural venue with powerful symbols 
(presidential seal and the U.S. flag) during the inauguration of U.S. presidents.13    
In the case of the ancient Egyptians, the privileged occasion of an audience with the king at the 
royal court causing an intense array of emotions including fear, is explicated in multiple ancient Egyptian 
texts such as the “Tale of Sinuhe,”14 “The Shipwrecked Sailor,”15 letters of international correspondence 
during the Amarna Period,16 and in texts from the Late Period.17  One text concerning the presentation of 
foreign tribute that is often illustrated in the ‘Window of Appearance’ scenes from Amarna specifically 
mentions an occasion in which an Egyptian official appeared before the king to present Nubian tribute.18  In 
this text specific reference is given to the ‘Window of Appearance’:  
You have become old.  Look out to yourself well, beware!  Remember the day of presenting the tribute when 
you have to pass beneath the Window:  the officials standing in two rows in front of His Majesty, l.p.h., 
foreign princes, having travelled from every foreign country, being dazzled at seeing the tribute, but you are 
frightened and stunned, your hand grows weak, and you do not know whether death or life lies before you.  
You beseech your gods: “Rescue me, keep me unharmed just this one time!19 
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Andrea Gnirs attributes the need for elevated venues in Egyptian royal palaces in the New 
Kingdom, including the ‘Window of Appearance,’ to:  
The growing importance of diplomatic gift exchange and international court receptions as a means of 
competitive power display.  The Window of Appearance, which seems to have been introduced under the 
reign of Amenhotep III and his son, also favoured the shift from a more discreet framing of royal promotions 
and rewards to a more public one.20   
 
The foreign dignitaries and Egyptian officials that appeared before the king would have seen the 
various symbols of power presented throughout their procession into the courtyard of the temple palace or 
residence, particularly those powerful symbols that adorned the ‘Window of Appearance,’ and would have 
undoubtedly been quite intimidated and moved.21  As stated before, the presence of the king in this venue 
produced an emotionally charged experience that would have a lasting effect on the individual both in their 
own personal lives and in their performance of administrative and municipal duties for the king.  According 
to Kertzer:  
What makes the emotional side of ritual so interesting and so politically important is frequently its connection 
to particular cognitive messages.  Rituals do not simply excite, they also instruct.  But the potency of that 
instruction depends heavily on the power of ritual to place the individual in a receptive frame of mind.  
Sensory devices of all kinds are used to affect the person’s emotional state, from rhythmic chanting to 
stylized dancing and marching, from powerful singing to the doleful tolling of bells.22   
 
 On many of the talatat from Karnak that depict the ‘Window of Appearance,’ there is evidence 
that a large feast and music was incorporated into the occasion on which the king appeared in the window. 
There is also the notion that the appearance of the king in the ‘Window of Appearance’ was like a theatrical 
performance on a highly decorated stage.  The ritual aspect of the performance just discussed was a 
“performance” by the king of his divinity, which enacted his connection with the gods and made him their 
effective earthly agent.  John Baines, when discussing the presence of baldachins and royal symbols on the 
king’s barge as constructed sacred spaces for the king, says that “Such patterns are theatrical in the sense 
that theatre is about gathering events from outside and representing them within a separate, restricted 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Ibid., 35. 
 
21  Others may have been less impressed by the venue, as the satirical ostracon from Thebes indicates (App. 
B, 32).  In this depiction of the ‘Window of Appearance, ‘the rekhyt bird, representing the people of Egypt, is placed in 
the upper register of the side wall in the location usually reserved for the divine realm and the king. 
 
22 Kertzer, Ritual, 99. 
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space.”23    As stated before, the extravagant occasion on which royal officials or foreign delegates would 
have observed the king in the ‘Window of Appearance’ created an emotional response in these individuals, 
and according to Ben B. Halm, “Appearance is not mere appearance, or appearance set over against reality, 
but it is the revelation of the ultimate powers and inexhaustible being of things.”  He continues by 
discussing ritual as:  
A serious form of play in that its enactments are seen as having an immediate effect on the life of the human 
community, even if this effect or efficacy is more symbolic-magical than concrete tangible.  Ritual is a means 
of instituting and maintaining the norms, customs, and traditions of a community, together with the narrative-
historical or mythological means by which they are created.24 
 
 The notion that the king’s appearance at the window was ritualized is evident from the texts 
associated with the ‘Window of Appearance’ scenes.25  These are very programmatic in nature and consist 
of an address by the king to the individual being honored.  This would then be followed by a praise of the 
king’s and the god’s beneficence by the rewardee.26  According to Colin Renfrew, ritual actions are:  
Movements and utterances that are themselves kinetic and thus also time-structured.  The movements can 
involve processions, dances, genuflections, and gestures of considerable variety, which are often rhythmic 
and some of which may be repeated.27   
 
During the New Kingdom Egypt was a powerful empire on the international stage.  The increasing 
sense of the king’s divinity was played out on an enormous scale in monumental architecture, statuary, and 
in texts.  One of the most unique architectural structures that functioned as a stage for the king to portray 
his civil and religious dominance during the New Kingdom was the ‘Window of Appearance.’  By 
appearing (hai) in this royal venue he ‘performed’ his duty actively and was therefore the effective image 
(Ax) of the divine.  With the shutters of the window opened at dawn, the beams of the morning light shining 
on him, and the symbols of the king’s celestial and earthly domain surrounding him, the king became the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 John Baines, “Public Ceremonial Performance in Ancient Egypt: Exclusion and Integration,” in ed. 
Takeshi Inomata and Lawrence S. Coben, Archaeology of Performance: Theatres of Power, Community, and Politics 
(Lanham, MD, Altamira Press, 2006), 261-302. 
 
24 Ben B. Halm, Theatre and Ideology (Cranbury, NJ: Associated University Presses, 1995), 99.  
 
25 See, Binder, Gold of Honour, 2008, 94-178. 
 
26 A number of the texts accompanying the ‘Window of Appearance’ scenes in which the king is distributing 
‘Gold of Honor’ can be found in,  
 
27 Colin Renfrew, “The archaeology of ritual, of cult, and of religion,” in ed. Evangelos Kyriakidis, The 
Archaeology of Ritual (Los Angeles: Costen Institute of Archaeology University of California, 2007), 116. 
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manifestation of the sun god when he stepped into the ‘Window of Appearance,’ and therefore became the 
overpowering image of divinity and authority.   
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Figure 1: The ‘Window of Appearance.’ 
 
Reprinted from: Vergnieux, Robert and Gondran, Michel, Amenophis IV: Et les Pierres du Soleil, (Paris, 






Figure 2: Serdab statue of king Djoser at Saqqara 
Source, http://www.all-about-egypt.com/image-files/djoser-serdab.jpg 










Figure 4: An example of the ‘Windows of Shu’ from the temple of Tuthmosis III at Medinet Habu 
 
Reprinted from: Clarke, Somers and Engelbach, R., Ancient Egyptian Masonry (London, Oxford University 
Press, 1930), 173. 
 





Figure 5:  A decorative window grille from Ramesses III’s mortuary temple at Medinet Habu, now in the 
Egyptian Museum, Cairo 
 
Reprinted from: Clarke, Somers and Engelbach, R., Ancient Egyptian Masonry (London, Oxford University 
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Figure 6: Clerestory windows at the temple of Karnak 
 
Reprinted from: Clarke, Somers and Engelbach, R., Ancient Egyptian Masonry (London, Oxford University 
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Figure 7: Architectural plan of the Upper Court of the temple of Hatshepsut at Deir el Bahri. 
 
Reprinted from: Stadelmann, Rainer, “Tempelpalast und Erscheinungsfenster in den Thebanischen 
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Figure 8:  The architectural remains of a viewing window on the upper terrace of the temple of Hatshepsut 
at Deir el Bahri. 
 
Reprinted from: Stadelmann, Rainer, “Tempelpalast und Erscheinungsfenster in den Thebanischen 
Totentempeln,” MDAIK 29 (1973), Tafel LXXVIII. 




Figure 9: The temple palace of Ay and Horemheb at Medinet Habu. 
 
Reprinted from: Stadelmann, Rainer, “Tempelpalast und Erscheinungsfenster in den Thebanischen 


























Figure 10:  The temple palace of Seti I at Gurna. 
 
Reprinted from: Stadelmann, Rainer, “Tempelpalast und Erscheinungsfenster in den Thebanischen 
Totentempeln,” MDAIK 29 (1973), 233, Abb.3. 
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Figure 11: An architectural layout of the small palace of the Ramesseum. 
 
Reprinted from: Stadelmann, Rainer, “Tempelpalast und Erscheinungsfenster in den Thebanischen 





















Figure 12: An architectural layout of the probable location of a ‘Window of Appearance’ in the temple 
palace of Merneptah at Gurna. 
 
Reprinted from: Stadelmann, Rainer, “Tempelpalast und Erscheinungsfenster in den Thebanischen 
Totentempeln,” MDAIK 29 (1973), 234, Abb. 5. 
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Figure 13: The ‘Window of Appearance’ at Medinet Habu on the south wall of the first court. 
 
Reprinted from: Holscher, Uvo, The Excavation of Medinet Habu, Vol. III, The Mortuary Temple of 
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Figure 14: A reconstruction of the first ‘Window of Appearance’ at Medinet Habu before it was remodeled 
during the construction of the second palace. 
	  
Reprinted from: Hölscher, Uvo, The Excavation of Medinet Habu, Vol. III, The Mortuary Temple of 
Ramses III, (Chicago, The University of Chicago Press, 1941), Pl. 4. 
 
 
Figure 15: A reconstruction of the ‘Window of Appearance’ in the second courtyard at Medinet Habu after 
it was remodeled. 
 
Reprinted from: Hölscher, Uvo, The Excavation of Medinet Habu, Vol. III, The Mortuary Temple of 
Ramesses III, (Chicago, The University of Chicago Press, 1941), Pl. 3. 
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Figure 16: One of two large reliefs of Ramesses III flanking either side of the ‘Window of Appearance’, 
the king is preparing to smite a group of fallen Libyans. 
 
Photograph courtesy of Amy Calvert.  
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Figure 18:  Detail of the Egyptians and foreigners wrestling beneath the window sill of the ‘Window of 
Appearance’ in the second courtyard of the mortuary temple of Ramesses III. 
 





	   103 
 
	  
Figure 19: Line drawing of the ‘Window of Appearance’ at Medinet Habu illustrating the location of the 
stone from the Ramesseum utilized for repairs by Daressy. 
 
Reprinted from: Hölscher, Uvo, The Excavation of Medinet Habu, Vol. III, The Mortuary Temple of 






Figure 20: Limestone block from the Ramesseum utilized to fill in a damaged area beneath the Window of 
Appearance at Medinet Habu. 
 
Reprinted from: The Epigraphic Survey, Medinet Habu Vol. II, Later Historical Records of Ramses III 
(Chicago, The University of Chicago Press, 1932), pl. 127 C. 






Figure 21: Akhenaten seated on a block throne in a baldachin with MAat seated behind him, as depicted on 
the northern side of the west wall in the tomb of Ramose. 
 
Reprinted from: Davies, Norman de Garis, The Tomb of the vizier Ramose. Mond excavations at Thebes 1 
(London: Egypt Exploration Society, 1941), pl. XIX. 
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Drawn by author, rendered digitally by Rachel Rae Benkowski 
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Figure 23: A possible location for the ‘Window of Appearance’ in a part of the Great Palace at Amarna. 
 
 
Reprinted from: Gnirs, Andrea M. “In the King’s House: Audiences and Receptions at Court,” eds. Rolf 
Gundlach and John H. Taylor, In 4th Symposium on Egyptian Royal Ideology: Egyptian Royal 
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Figure 24: The ‘Window of Appearance’ depicted as unattended by the royal couple with the shutters 
closed. 
 
Reprinted from: Davies, Norman de Garis,  The Rock Tombs of El Amarna, Part II (London: Kegan Paul, 
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Figure 25: The small residence outside of the gate of the Great Temple depicting a ‘Window of Appearance’. 
 
Reprinted from: Davies, Norman de Garis , The Rock Tombs of El Amarna, Part I (London, London: Kegan 
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Figure 26: The floor plan of the palace with the ‘Window of Appearance’ running on a north-south axis, 
note the columned reception hall behind the window and the similarities in architectural layout with the six 
small rooms at the rear, very similar to the portrayal in the scene from the tomb of Meryre (Fig. 25). 
 
 
Reprinted from: Hölscher, Uvo, The Excavation of Medinet Habu, Vol. III, The Mortuary Temple of 
Ramses III, (Chicago, The University of Chicago Press, 1941), 45, fig. 23. 
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Figure 27: The various architectural components comprising the ‘broken-lintel’ doorway, that are also seen 
in the ‘Window of Appearance’ during the Amarna period. 
 
 
Reprinted from: Larkin, Diana Wolfe, The Broken-Lintel Doorway of Ancient Egypt and its Decoration, 
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Figure 28: A relief of the Axt sign. 
 



















Reprinted from: Tietze, Christian,  Amarna: Lebensräume-Lebensbilder-Weltbilder, (Potsdam: Arcus-
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Figure 30: The double false doors and ‘Supraporte’ from the throne room and the inner sanctuary at Medinet Habu. 
 
Reprinted from: Hölscher, Uvo, The Excavation of Medinet Habu, Vol. III, The Mortuary Temple of Ramses III (Chicago, 
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Figure 31: A reconstruction of the throne room inside the palace at Medinet Habu. 
 
Reprinted from: Hölscher, Uvo, The Excavation of Medinet Habu, Vol. III, The Mortuary Temple of 
Ramses III (Chicago, The University of Chicago Press, 1941), pl.7. 
 




Figure 32: Supraporte over the entrance to the tomb of Huya 
 
Reprinted from: Davies, Norman de Garis, The Rock Tombs of El Amarna Part III. The Tombs of 
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Figure 33: Examples of srx block thrones. 
 
Reprinted from: Kuhlmann, Klaus, 2011, “Throne.” In Willeke Wendrich (ed.), UCLA Encyclopedia of 
Egyptology, Los Angeles, 5. http://digital2.library.ucla.edu/viewItem.do?ark=21198/zz0026w9gt	  ,	  






Figure 34: Representations of the ‘Gate of Heaven’ in a version of the Book of the Dead from the New 
Kingdom. 
 
Reprinted from: Schäfer, Heinrich, Principles of Egyptian Art.  Rev. ed. Emma Brunner-Traut, trans. 
John Baines.  Oxford: Clarendon Press, 1974. Reprint, Oxford: Griffith Institute, 1986. 
, 218, Figs. 228-229. 








Figure 35: Modern artistic reconstructions of the ‘Window of Appearance’ at Karnak by Leslie Greener. 
 
Reprinted from: Redford, Donald B., The Akhenaten Temple Project, Vol. I: Initial Discoveries (Warminster 
: Aris & Phillips Ltd., 1976), 129-131, Figs. 22-23. 





Figure 36: Laver’s reconstruction of a ‘Window of Appearance’ on the bridge connecting the North 
Riverside Palace to the King’s Residence. 
 
Reprinted from: Weatherhead, Fran J., Amarna Palace Paintings (London, Egypt Exploration Society, 
2007), 218-219, pl. 40. 
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Figure 37: Reconstruction of the great gateway bridge at Tell el-Amarna with the ‘Window of 
Appearance’ incorporated. 
 
Reprinted from: Bibliothèque d’Ègypte Afrique & Orient, Akhénaton et l’époque amarnienne (Paris, 
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Figure 38: An architectural reconstruction of the ‘Window of Appearance’ depicted on the talatat from the 
Teny-Menou at Karnak. 
 
 
Reprinted from: Vergnieux, Robert and Gondran, Michel, Amenophis IV et Les Pierres Du Soleil, (Paris: 






















	   120 
 
 
Figure 39: A digital reconstruction of the ‘Window of Appearance’ at Karnak based on the talatat from the 
Teny-Menou. 
 
Reprinted from: Vergnieux, Robert and Gondran, Michel Amenophis IV et Les Pierres Du Soleil (Paris: 
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Figure 40: The King’s House with the location of the remains of the dais ( pointed out by arrow) that 
Kemp believes is part of the remains of a ‘Window of Appearance.’ 
 
 
Reprinted from: Kemp, Barry ,“The Window of Appearance at El-Amarna and The Basic Structure of This 
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Figure 41: The king and queen providing offerings to the Aten. 
 
Reprinted from: Davies, Norman de Garis, The Rock Tombs of El Amarna, Part I. The Tomb of Meryre, 
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Figure 42: The goddess Renenutet with floral garlands hanging in front of her from floral ‘columns’ during 
the festival of Renenutet.  
 
Reprinted from: Manniche, Lise, The Wall Decoration of Three Theban Tombs: TT 77, 175, 249 
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Figure 43: Scene from the tomb of Userhet (TT 51) of the deceased being purified before Osiris in a shrine 
with a floral garland depicted as if hanging on the wall next to him. 
 
Reprinted from: Davies, Norman de Garis, Two Ramesside Tombs at Thebes (New York: Metropolitan 
Museum of Art, 1927), Pl. 11. 
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Figure 44: The ‘Little Princess’ painted panel from Amarna with the ‘Royal Red’ pattern depicted on the 
pillows. 
 
Reprinted from: http://www.ancientegyptonline.co.uk/amarnaart.html, (accessed, 4/23/ 2011). 
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Figure 45: Detail of a painted relief of Ramesses III from Medinet Habu, in which the king wears the 
‘Falcon shirt’ with an undershirt decorated with the ‘Royal Red.’ 
 
Reprinted from: Calvert, Amy, “Quantifying Regalia: A Contextual Study into the Variations and 
Significance of Egyptian Royal Costume Using Relational Databases and Advanced Statistical Analyses”; 
in: Causing His Name to Live: Studies in Egyptian Epigraphy and History in Memory of William J. 
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Figure 47:  The two most commonly portrayed royal officials in the ‘Window of Appearance’ scenes, the 
vizier and fan-bearer. 
 
Image adjusted from: Davies, Norman de Garis, Two Ramesside Tombs at Thebes (New York: 
Metropolitan Museum of Art, 1927), Pl. XXVII. 
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Figure 48: Ramesses III emerging from the palace on the occasion of the Valley Festival. 
 
 
Reprinted from: The Epigraphic Survey, Medinet Habu IV, Festival Scenes of Ramses III, OIP 51 
(Chicago, University of Chicago Press,1940), pl. 238 A. 
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Figure 49: Ramesses III emerging from the palace for the Opet Festival. 
	  
Reprinted from: The Epigraphic Survey, Medinet Habu IV, Festival Scenes of Ramses III, OIP 51 
(Chicago, University of Chicago Press,1940), pl. 238 B. 
 
	   131	  
APPENDIX B:  





     
 
1) An early ‘Window of Appearance’ scene from the tomb of Parennefer. 
Date: 18th Dynasty, late reign of Amenhotep III to early reign of Akhenaten, c. 1365-1348 B.C.1 
Provenance: Asasif, tomb of Parennefer, (Theban Tomb 188), north wall. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Redford, The Tomb of Parrennefer, 8. 
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 In the tomb of the Royal Butler Parennefer (TT 188), quite possibly the earliest evidence of a shift 
in form from an enclosed kiosk, or baldachin, where the king would appear on his throne, to that of the 
‘Window of Appearance,’ can be found.  This undoubtedly displays a transition to the new artistic style that 
Akhenaten incorporated into his reign.  Parennefer was a high official during the reign of Amenhotep III 
and eventually became Royal Butler under his son, Akhenaten.2  On the north wall of the tomb Parennefer 
bows in front of the king.  His left hand is on his knee, while his right hand is placed in front of his mouth, 
a gesture of obedience and servility.  The tomb owner is dressed in a semi-transparent shirt and a knee 
length kilt with an apron.  Immediately in front of Parennefer is a fragmentary depiction of an elevated 
royal kiosk-type structure.  The small columns of this structure are decorated in a checkered pattern with a 
double open lotus capital, adorned with streamers.  A stairway is visible extending from the right of the 
dais which is decorated with three foreigners: a Nubian, a Syrian, and a bald headed Hittite.  All have their 
arms uplifted in adoration of the king above and are bound up by the smA-tAwy motif.  While the left portion 
of the scene is missing, it can be deduced that it would have balanced the extant portion of the scene, thus 
depicting three more bound captives.  In the register above the dais, as well as on the base of the column, is 
a niched façade motif, characteristic of royal baldachins before this period, and on ‘Windows of 
Appearance’ after it.  Above the dais platform the parapet is decorated with a northern Asiatic bound with 
his arms behind his back by another smA-tAwy sign.  Though the left side is now lost, it can be assumed that 
another bound captive would have balanced the opposite side of the motif, perhaps a Nubian.3  The interior 
of the structure where the royal couple would have been portrayed was completely hacked away in 
antiquity, likely the work of Horemheb’s teams of officials who were sent throughout Egypt to erase any 
evidence of Akhenaten’s reign.4  In a preliminary report on the excavation of the tomb published in 1995, 
Redford postulates that this scene is artistically and conceptually transition from the traditional elevated 
enclosed throne dais to the ‘Window of Appearance.’5  In her dissertation, Redford later cited this royal 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Ibid., 20-23. 
	  
3 Both Nubians and northern Asiatics Egypt’s traditional southern and northern enemies are usually depicted 
bound to the smA-tAwy. 
 
4 Redford, Tomb of Parrennefer, 15. 
 
5 Susan Redford, “Two Field-Seasons in the Tomb of Parennefer No. 188 at Thebes,” KMT 6, No. 1, (1995), 
65-66. 
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kiosk as likely being a “garden kiosk”6 in which the king and queen would have been sitting on thrones 
adjacent to each other, akin to the one portrayed in the tomb of Meryre II at Amarna.7  She bases this 
hypothesis partially on the notion that this structure is not incorporated into a larger structure, an issue 
which is addressed in chapters two and five of this thesis.  I am of the opinion that this does represent one 
of the earliest ‘Window of Appearance’ scenes, based on the decorative program incorporated, and on the 
presence of other transitional architectural features depicted on other kiosks in the tomb, such as the kiosk 
with a broken lintel depicted on the southern wall.8  This depiction in which Parennefer bows before the 
king and queen is part of a larger scene in which a large royal grain processing facility is depicted, possibly 
representing the “Grains of Amun” temple granary at Karnak and denoting Parannefer’s important role as 
overseer of the grain necessary for the daily offerings made to Re-Horakhty and later the Aten.9 
 Bibliography: Redford, Asunta, “Theban Tomb No. 188 (The Tomb of Parrennefer): A Case 
Study of Tomb Reuse in the Theban Necropolis,” (Ph.D. diss., Pennsylvania State University, 2006), 20-
32, pls. 7-10. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	  
6 Ibid., 26, footnote 24. 
	  
7 Davies, The Rock Tombs of El Amarna Part II, 34-36, pl. XXXII.  Here Redford fails to take into account 
the iconography depicted on the dais and the parapet.  The foreigners depicted either in adoration or bound to the smA-
tAwy motif are distinctly characteristic of the ‘Window of Appearance’ and not a “garden kiosk”; see for instance, 
Martin, Tomb of Horemheb, 94-97, pl. 19. 
	  
8 Redford, Tomb of Parrennefer, 42-49, 365-366, pls. 30-31; Redford, “Two Field Seasons,” 65-66. 
	  
9 The presence of a ‘Window of Appearance’ in the context of a granary scene in this tomb is interesting given recent 
evidence uncovered by the 2011 excavation of The Johns Hopkins University under the direction of Dr. Betsy Bryan at 
the Mut temple complex at Karnak.  Among their discoveries was a grain storage and processing location south of the 
sacred lake of the temple of Mut.  Betsy Bryan, 2010-2011 at the Mut Temple: The Temple Opening and Back to Mud 
Brick, presented at the 2011 Annual ARCE meeting in Chicago, IL. The remains of a dais with two column bases 
extended out in front of it were uncovered.  The area between the column bases in front of the dais were excavated 
down a few levels below the bases to a level contemporary with the late Second Intermediate Period, where a ritualistic 
burial of an individual who had been bound with legs and arms behind his back was uncovered.  Furthermore, this 
individual’s skull had been damaged by localized blunt force trauma typical of a wound caused by a mace. 
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2) ‘Akhenaten and Nefertiti rewarding Ramose from the ‘Window of Appearance.’ 
Date: 18th Dynasty, Reign of Akhenaten, c. 1353-1348 B.C.10 
Provenance: Asasif, Theban Tomb of Ramose (TT 55), west wall, north side. 
 
This is one of the earliest ‘Window of Appearance’ scenes from the reign of Akhenaten.  It is on 
the wall opposite a depiction of the king in the traditional style: in a royal baldachin seated on his throne.  
In this scene, the new artistic style of Akhenaten’s early reign is adopted.  The lower level of the window 
was never completed.  A pillow or cushion is depicted in front of the king.  He is portrayed in true profile 
with his hands outstretched; his left arm behind the right.  The king wears a sheer cloak and the khepresh 
(xprS) crown with streamers attached.  Nefertiti stands behind the king in a pose similar to other ‘Window 
of Appearance’ scenes before and after the Amarna period.11  The queen stands with her left arm folded 
across her chest and holds a ceremonial flail.  She wears a Nubian wig fronted by a royal uraeus that is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 These dates are tentative based on the fact that Ramose became an official during the last regnal years of 
Amenhotep III, when he likely would have begun the construction and decoration of this tomb.  It is likely that work on 
the tomb continued until the fifth year of Akhenaten’s reign when the royal court moved to Akhetaten, when this tomb 
would have then been abandoned. 
 
11 For example, in the tomb of Kheruef, Queen Tiye stands behind the king and Hathor in a shrine.  
Examples of scenes after the Amarna period include scenes from the tombs of Neferhotep and Horemheb.  Both queens 
remain anonymous as their names have been lost in their respective fragmentary locations on the reliefs. 
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adorned with a sun disc and four horns.12  The Aten, adorned with a uraeus and an ankh, shines down upon 
the royal couple, its rays ending with hands that hold ankh and wAs signs in front of both the king and 
queen. 
A set of balcony walls depicted framing either side of the window are decorated by a vertically 
orientated variegated motif.  According to Davies,13 the lowest register of each wall is decorated in the 
niched façade motif.  The register above portrays a rhekhyt bird on a nb sign with arms raised in adoration 
before a star.  The next register depicts three royal cartouches topped by double plumes and sun discs.  In 
the panel above, the king is depicted as a sphinx trampling an Asiatic on the right and a Nubian on the left.  
The upper two registers depict first the personal name of the king, which is guarded by the cobras of Upper 
and Lower Egypt and then the golden Horus name protected by the Horus falcon.  The cavetto cornice on 
top of each wall is adorned with inward facing uraei topped by sun discs.  Interestingly, the roofed 
segments depicted above the window are each upheld with palmiform style columns as seen in 
representations from Amarna. However, in this scene two solid walls are depicted on either side of the the 
columns, which may represent columns in the building behind it.14   
To the right of the window, Ramose stands below awaiting the speech of the king.  The king 
appoints Ramose in charge of a counsel of other priests to oversee the building of new royal monuments.  
Ramose then relays this message onto the other courtiers that are present.15 
Bibliography:  Davies, Norman de Garis, The Tomb of the Vizier Ramose (London: Egypt 
Exploration Society, 1941), 26-34, pl. XXIX. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Associated with Mut and Hathor.  
 
13 Davies, Tomb of Ramose, 32; this is not depicted in the line drawing of pl. XXXIII in his publication. 
	  
14 Ibid., 32. 
	  
15 Ibid., 33-35, pl. XXXVI. 
	   136	  
 
 
3) ‘Akhenaten making a votive offering of the Aten’s royal names from the ‘Window of Appearance.’ 
Date: 18th Dynasty, regnal years 1-5 of Akhenaten, c. 1353-1348 B.C. 
Provenance: The ninth pylon at Karnak, originally from the Sanctuary of Teny-Menou, east Karnak. 
 
 Fragmentary talatat from one of the Aten temples at Karnak, Teny-Menou, depict the royal couple 
within an elaborately decorated ‘Window of Appearance’.  The wide sidewall and jamb which frame the 
window lack the vertical decorative bands seen on the previous example.  The lowest level of these walls 
are decorated by a series of vertical lines, with cavetto cornices above.  Above the small cavetto cornices 
two rhekhyt birds sit atop nb symbols.  In the next register, on both balcony wall façades, are depictions of 
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Akhenaten in the typical smiting pose, wearing the White Crown of Upper Egypt.16  The queen stands 
behind him holding a flail and the arms of the Aten reach protectively down toward the king.  The next 
register up is preserved only on the right side, where four fragmentary cartouches remain.  Each side is 
topped by a cavetto cornice surmounted by uraei with sun disks.  Above each of these lintels three 
palmiform columns support a roof.  At the bottom of the window, the parapet is decorated with the smA-
tAwy motif and bound foreigners, Nubians to the left and Asiatics to the right.  At the top of the parapet, a 
cavatto cornice supports a thick pillow or cushion. Akhenaten, wearing the xprS crown, leans over the 
pillow, extending his left arm, while he holds two cartouches with the name of the Aten in his right hand.  
The destination of these unique markers of royal favor is unknown.  Nefertiti stands beside the king with 
her left hand resting on the pillow while she lifts her right hand in adoration.  The queen is depicted with 
long hair and wearing the Hathor crown.  The Aten’s rays stream down through the broken lintel above the 
royal couple and end in small hands that hold ankh and wAs symbols in front of the king and queen.  This 
scene represents a paramount moment in ancient Egyptian history when Akhenaten officially moved away 
from the traditional worship of Amun at Thebes to a new religious philosophy in which the sun disc held 
theological primacy. 
Bibliography: Vergnieux, Robert and Michel Gondran, Amenophis IV et les pierres du soleil 
(Paris: Arthaud, 1997), 126-133; fig., 178. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 The talatat are quite fragmentary in this portion of the scene, the foriegners are not present, although it can 
be deduced that the king would be smiting a Nubian captive on the (viewer’s) left and an Asiatic on the (viewer’s) 
right. 
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4)  The ‘Window of Appearance’ and the royal feast at Karnak. 
Date: 18th Dynasty, regnal years 1-5 of Akhenaten, c. 1353-1348 B.C. 
Provenance: IX pylon at Karnak, originally a part of the Teny-Menou 
 
Talatat recovered within the IXth pylon at Karnak by the Akhenaten Temple Project under the 
direction of Donald Redford have been used to reconstruct scenes of the ‘Window of Appearance’ and 
associated activities.  Redford attributes these scenes, which depict feasting, musical, performers, and 
dancers, to the Hb sd festival.17  In this untenanted depiction, the architectural layout of the ‘window’ 
consists of jambs and side walls of equal height under continuous broken-lintels.  The side walls have six 
decorative registers depicting motifs that are arranged in a similar manner to those seen at Amarna, 
reflecting a hierarchical representation of the king’s earthly and celestial domain.  Since the royal couple is 
not present, the doors or shutters of the window are closed.  The pillow is visible on top of the parapet, 
which is decorated with a smA-tAwy motif without the bound foreign prisoners.  The representation of the 
‘Window of Appearance’ on these talatat clearly depicts the throne room and storage rooms for 
commodities that were behind the window.  Various subordinates are seen attending to storage vessels and 
tables while the king and queen sit and feast. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Redford and Smith, Akhenaten Temple Project, 128-136. 
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Bibliography: Redford, Donald B. and R.W. Smith, The Akhenaten Temple Project. Vol. I: Initial 





5) ‘Akhenaten and Queen Nefertiti standing in the ‘Window of Appearance’ awarding Parennefer.’ 
Date: 18th Dynasty, regnal year 9 of Akhenaten,18 c. 1344 B.C. 
Provenance: Tell el-Amarna, southern tombs, tomb of Parennefer (Amarna Tomb 7), west wall. 
 
 This scene depicts the ‘Window of Appearance’ within a larger architectural setting.  At the base 
of the window is portrayed the outer wall of the structure which encloses the window.  This has two 
entrances with steps or ramps and is topped by a cavetto cornice. To the left side are two shorter columns, 
topped with papyriform capitals and streamers, which perhaps relate to the adjacent rooms.  To the right are 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 Davies does not include Parennefer in his proposed sequence of tombs in Rock Tombs Part II, 6.  
However, it can be assumed, since his sequence for dating the tombs is based on the number of royal daughters present, 
that Parennefer’s tomb is contemporary to those of Apy, Ay, Tutu, and Penthu which also contain three royal daughters 
in their reliefs. 
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two tall columns with papyriform capitals and streamers.  These columns appear to support an extension of 
the roof, or what has been referred to as a “canopy.”19  
 On the parapet beneath the window Egypt’s traditional enemies that are bound up by the smA-tAwy 
motif.  Together these iconographical elements symbolize both the dominance of the king over his foreign 
enemies and his rule over a united Egypt.  Above the cavetto cornice window sill rests a pillow that spans 
the width of the window.  The pillow is decorated with alternating rows of diamonds and diamonds filled 
with dots.20  The royal couple is depicted leaning over the pillow with the lower half of their bodies hidden 
behind the window.  Akhenaten is depicted wearing the xprS crown with streamers, a broad wsx collar and 
a pleated garment.  Various hands of the rays of the Aten can be seen embracing the king as he bestows 
golden collars and other gifts upon Parennefer.  The Aten holds an ankh in front of Akhenaten’s face, and a 
uraeus with a sun disk mounted on its head.  Nefertiti wears the blue flat-topped crown, which is embraced 
by one of the hands of the Aten.  Another hand embraces the queen on each side of her chest and holds an 
ankh to her nose.  The bases of the balcony walls framing the window are decorated with vertical lines akin 
to niched façade motifs found on serekhs.  Small cavetto cornices separating this feature from the decorated 
registers above.  The projecting balcony walls mirror each other artistically.  The lowest registers consist of 
a rhekhyt bird with arms raised in adoration sitting on two nb signs which lie on top of a decorative band.  
These decorative bands form the separating ground line between each register.  In the registers above the 
rhekhyt birds are clumps of papyrus plants.  Above the papyrus register is a motif of an ankh with wAs 
scepters on either side all sitting above two nb signs.  In the register above the titularies of the king, queen, 
and the Aten are presented.  Above the cartouches are cavetto cornices with a band of uraei topped by sun 
discs.  The jambs have vertical bands of text repeating the titulary of the royal couple and the Aten, 
followed by exhortations. At the top of these projections are the two cartouches containing the names of the 
Aten, arranged horizontally.  Cavetto cornices adorned with uraei are once again depicted as topping the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Kemp, “Window of Appearance,” 86-87; Vergnieux and Gondran, Aménophis IV, 126-127; Davies, “Place 
of Audience,” 50-56. 
20 Pinch-Brock, “ ‘Royal Red Fabric’,” 7-14; Calvert, “Quantifying Regalia,” 49-64. 
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broken lintels above the window which is “open” to allow the rays of the Aten to shine on the royal 
couple.21  Two columns with palmiform capitals support roofs above each side wall. 
To the left of the window the three princesses are depicted: Meritaten, Meketaten, and 
Ankhesenpaaten.  Behind the princesses are two nurses and the sister of Nefertiti, Benretmut.22  To the right 
of the window is a stylized view of the open courtyard within the palace.  Parennefer is depicted between 
the two columns that hold up the canopy.  He receives gold collars, which the king bestows upon him in 
reward for service.  Behind the official an attendant places ointment on him.  The vast amount of gifts that 
Parennefer is being rewarded is gathered by his attendants and is recorded by two scribes. Above 
Parennefer, a city official, possibly the mayor, and fan bearers, greet the king, with the royal chariots 
depicted behind them awaiting the departure of the royal couple after the ceremony. 
Bibliography: Davies, Norman De Garis, The Rock Tombs of El Amarna. Part VI. Tombs of 
Parennefer, Tutu, and Aÿ (London: Egypt Exploration Society, 1908), 3-4, pls. IV, IX, X. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Hölscher, “Erscheinungsfenster,” 43-50, pl. I-II. 
 
22 Otherwise referred to as Mutnodjemet, possibly the same Mutnodjemet that would later marry Horemheb; 
See, Aiden Dodson and Dylan Hilton, The Complete Royal Families of Ancient Egypt (London: Thames and Hudson, 
2004), 156. 
	  
	   142	  
 
 
 6) ‘The Amarna royal family at the ‘Window of Appearance’ while the king awards Panehesy.’ 
Date: 18th Dynasty, regnal year 10 of Akhenaten, c. 1343 B.C.23 
Provenance: Tell el-Amarna, southern tombs, tomb of Parennefer (Amarna Tomb 7), south wall, west side. 
	  
This ‘Window of Appearance’ scene differs in scale from other tombs of officials at Amarna.  The 
scale of the window is much larger in proportion to the royal family and the uraei topping the cornices of 
the projecting façades are depicted much larger than in any other tomb.  Moreover, the uraei on the inner 
façade projections are adorned with the double plumes, a motif not seen on any other window.  Another 
uncommon feature in this scene is that there is virtually no evidence of the building façade below the 
window, which eliminates the depiction of the two entrances to the building.  Because of the state of 
preservation there is no evident decoration on the front of the window’s parapet, or the pillow.  Fragments 
of two cartouches on the right side wall indicate the titularies of the king, queen, and the Aten. 
The scale of Panehesy and his attendants in this scene are much larger than in other ‘Window of 
Appearance’ scenes.  It is possible that the tomb owner was trying to illustrate his status and close 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23  Dates given correspond to the tentative regnal year the tomb was completed and are based on those 
published in: Davies, Rock Tombs Part II, 6. 
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association with the king.  While this relief is fragmentary, we can see that the king adopts the 
characteristic pose of leaning onto the pillow while he tosses golden collars to a man standing in front of 
two ceremonial fan bearers.  Behind Panehesy and the fanbearers, his attendants gather the rewards he has 
received from the king while four scribes record the event.  Queen Nefertiti stands behind her husband with 
her hand on his waist looking back at, and embracing, her eldest daughter Merytaten.24   The Aten, adorned 
with a uraeus and ankh, spreads its rays upon the royal couple through the open cornice, offering an ankh 
to Akhenaten.  This scene clearly illustrates the canopy, which is upheld by two papyriform columns.   
Bibliography: Davies, Norman De Garis, The Rock Tombs of El Amarna. Part II. Tombs of 
Panehesy and Meryre II (London: Egypt Exploration Society, 1905), 16-17, pl. XIX. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 Davies, Rock Tombs Part II, 16. 
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7) ‘Akhenaten and Nefertiti in the ‘Window of Appearance.’ 
Date: 18th Dynasty, regnal years 5-9 of Akhenaten, c.1348-1344 B.C. 
Provenance: Tell el-Amarna, southern tombs, tomb of Mahu (Amarna Tomb 9), front wall, north side. 
 
This scene consists of a preliminary sketch in ink that was never finished.  The window sill is 
drawn so that it extends across the two balcony walls.  Each side of the window is depicted virtually the 
same width, which does not allow much room for the popular decorative features depicted around other 
windows.  The parapet panel below the window is devoid of decoration, however the space provided is 
congruent in size with other ‘Window of Appearance’ scenes.  The pillow rests above the window sill.  
Two figures, no doubt meant to represent the king and queen, are shown above the pillow.  The forward, 
presumably the king, leans on the pillow while stretching one hand forward. The lower structural façade of 
the window differs from other depictions at Amarna because it portrays a set of steps on the left, and what 
appears to be a ramp on the right side of the building façade.25 Another unique feature is the lack of the 
characteristic entryways on each side of the building.  What may be one supporting column for the canopy 
has been sketched to the left of the window.  
Bibliography: Davies, Norman de Garis, The Rock Tombs of El Amarna. Part IV. Tombs of 
Pentu, Mahu, and Others (London: Egypt Exploration Society, 1906), 14, Pl. XXIX. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 It is more likely that this is meant to represent a stairway with balustrades.  It seems possible that the artist 
was experimenting with relative proportion of the representation of the steps.  See, Ian Shaw, “Balustrades, Stairs and 
Altars in the Cult of the Aten at el-Amarna,” JEA 80 (1994), 109-127.  
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8) Akhenaten rewarding the Chamberlain Tutu from the ‘Window of Appearance.’ 
Date: 18th Dynasty, regnal year 9 of Akhenaten, c. 1344 B.C. 
Provenance: Tell el-Amarna, southern tombs, tomb of Tutu (Amarna Tomb 8), west wall, south side. 
 
 In this scene the lower level of the building façade is depicted with the characteristic entryways 
with balustrade stairways leading up to them.  The focus of the scene transitions from a stylized view of the 
entire structure to a more detailed depiction of the window’s decorative features.  Here the artist has 
decorated the panel beneath the window sill with captives bound by the smA-tAwy sign.  On the left are a 
group of five bound Nubians and on the right are five bound Asiatics, all are depicted in a surprisingly 
large scale, nearly as large as the man being honored by the king!  Above this decorative panel Akhenaten 
is leaning out of the window with his left arm resting on the pillow.  The king wears the xprS crown as in 
all other scenes from his reign.  Nefertiti would have originally been portrayed behind the king but has been 
removed from this scene due to vandalism.  The Aten shines through the ‘broken cornice’ and is depicted 
above the roof that is upheld by four taller palmiform columns.26  The royal titularies, which in other scenes 
decorate the two jambs surrounding the window, are depicted within the interior space of the window 
above the head of the queen.  The two projecting side walls framing the window are depicted relatively 
small in comparison to the scale of the king, but maintain the form depicted in other scenes. Below the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26 Note in this scene there is no depiction of the canopy over Tutu, which makes the depiction of the Aten’s 
rays in front of the larger roof interesting from an architectural standpoint. 
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window Tutu lifts his arms in adoration of the generous king as his attendant prepares to place a gold collar 
on his superior.   
Bibliography: Davies, Norman de Garis, The Rock Tombs of El Amarna. Part VI. Tombs of 






9) Ay receiving golden shebyu collars from the royal family who stand in the ‘Window of 
Appearance.’ 
 
Date: 18th Dynasty, regnal year 9 of Akhenaten, c. 1344 B.C. 
Provenance: Tell el-Amarna, southern tombs, tomb of Ay (Amarna tomb 25), west wall, south side. 
 
This scene is largely reconstructed.  The overall layout of the window is similar to others at 
Amarna.  What is unique about this ‘Window of Appearance’ is that the entire royal family is portrayed 
within the window, with two of the daughters holding trays with gold collars.  The eldest daughter, 
Meretaten is even tossing a collar down to Ay and his wife Tiye at the same time as the king and queen.  
Her sister Meketaten stands on top of the pillow holding another tray with a collar in her right hand while 
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her left arm is wrapped around Nefertiti’s shoulder as if playfully touching her younger sister, Ankhes-en-
pa-aten, who stands on the pillow while turning towards her mother.  Nefertiti wears the flat-topped crown 
with three uraei.  Akhenaten is depicted in a pose similar to other scenes, leaning on the pillow with his left 
arm while he tosses a collar down to Ay and his wife.  The Aten shines through the ‘broken cornice’ on the 
royal family, its hands bestowing signs of life on the king and queen and embracing Akhenaten’s torso.  
 Much like the ‘Window of Appearance’ scene in the tomb of Panehesy, this scene portrays the 
entire canopy roof and the two columns with papyriform capitals supporting it above Ay and his wife Tiye.  
The outer wall of the structure is depicted as half of the height of Ay, with the doorways on each side 
having steep ramps or stairwells with balustrades.  The parapet beneath the window is devoid of decoration.  
The side walls are also bare of decoration, however, they retain the cavetto cornices topped by uraei with 
sun discs.  Two taller palmiform columns above each side of the window are depicted upholding the roof of 
the larger structure. In this depiction of the window, the Aten’s rays embrace the royal couple as they lean 
out onto the cushioned window sill.  The generosity of the king and the status of Ay are illustrated in the 
large pile of rewards in front of him.27  Behind Ay and his wife courtiers and foreigners also pay homage to 
the king by bowing in adoration.  At the forefront of the group nearest to the king, depicted in the registers 
above Ay, are ceremonial fan bearers, viziers, and most likely another high priest to the Aten. 
Bibliography: Davies, Norman de Garis, The Rock Tombs of El Amarna. Part VI. Tombs of 
Parennefer, Tutu, and Aÿ (London: Egypt Exploration Society, 1908), 16-23, pls. XXIX, XXX, XXXI. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Including the first representation of gloves in ancient Egyptian art; See Davies, Rock Tombs Part VI, 23-
24, pls. XXIX, XXX, XXXI. 
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10) Meryre II being rewarded by the royal family in the ‘Window of Appearance.’ 
Date: 18th Dynasty, regnal years 14 or 15 of Akhenaten, c. 1339-1338 B.C. 
Provenance: Tell el-Amarna, northern tombs, tomb of Meryre II (Amarna Tomb 2), south wall, east side. 
 
In this scene, the scale of the window in comparison to the royal couple is noticeably taller than in 
other depictions.  Below the window a large portion of the lower level of the structural façade has been cut 
away.  Interestingly the two side entrances remain, however, there are no stairways or balustrades depicted.  
The decorative program in this depiction of the ‘Window of Appearance’ is unique in many ways.  In the 
parapet panel below the window sill the smA-tAwy motif is depicted as filling the vertical limit of the space, 
an artistic feature that is not present in any other ‘Window of Appearance’ scenes.  On the left of this 
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symbol are three bound Asiatics and on the right are three bound Nubians.  This panel is framed on each 
side by a frieze of grouped horizontal lines and blank spaces.  Above the panel, the bottom of the cavetto 
cornice window sill is decorated with a series of vertically and horizontally running chevrons.  The cavetto 
cornice itself is decorated with vertical lines.   
Another interesting element in this portrayal of the window is that the bottom register on each side 
wall has a niched façade motif, similar to the design of the serekh.  The jambs are comparatively narrow.  
The names and titularies of the royal couple and the Aten are displayed on each jamb.  Uniquely, the uraei 
with sun discs topping the cavetto cornices face frontally.  They are also depicted in this manner in 
decorative bands on the side walls, which does not occur in other scene at Amarna.  Furthermore, the side 
walls have a thin vertical line of hieroglyphs that also contain the titularies of the royal couple and the 
Aten.  The artist has depicted the two eldest daughters of the royal couple, Meretaten and Meketaten, 
outside the window, handing Nefertiti golden shebyu collars which she then hands to Akhenaten. Three 
other daughters, Ankhes-en-pa-aten, Nefer-neferu-aten the younger, and Nefer-neferu-ra are also present.28  
The king is depicted in his characteristic ‘Window of Appearance’ pose, leaning slightly out of the window 
on his left arm, while he tosses down golden collars to Meryre II who catches them himself.  Immediately 
behind him are likely four viziers of the king followed by four ceremonial fan bearers.  In the register 
above Meryre II, scribes record the occasion.  A delegation of foreigners is gathered in the register above 
the scribes, paying homage to Akhenaten and Nefertiti.  The Aten extends its rays down through the broken 
cornice and presents Akhenaten and Nefertiti with ankhs.  Three taller columns with palmiform capitals are 
shown on each side of the window supporting the roof of the palace and two tall columns with papyriform 
capitals support the “canopy” roof above Meryre II. 
Bibliography: Davies, Norman de Garis, The Rock Tombs of El Amarna. Part II. The Tombs of 
Panehesy and Meryre II (London: Egypt Exploration Society, 1905), 36-38, pl. XXXIII. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28 The princesses are meant to be depicted behind the window within the palace proper; See Davies, Rock 
Tombs Part II, 36-38, pl. XXXIII. 
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11) Huya receiving honorary gifts from Akhenaten. 
Date: 18th Dynasty, regnal year 13 of Akhenaten, c. 1340 B.C. 
Provenance: Tell el-Amarna, northern tombs, tomb of Huya (Amarna tomb 1), north wall, west side. 
 
The building wall at the base of this ‘Window of Appearance’ scene depicts the usual two 
entryways with balustrades and stairways that face inward toward each other.  Their orientation is opposite 
the direction of the aforementioned scenes, where the stairs extend away from the sides of the façade.  
Because this scene is lacking its original paint, it is impossible to determine what type of decorative 
program was utilized within the parapet panel below the window sill.29  The royal couple are portrayed here 
in the same pose as in other scenes, with left arms resting on the pillow while they lean out of the window 
to toss gold collars with their right arms.   
Interestingly, in this example of a ‘Window of Appearance’ scene we have one of two examples 
where Nefertiti does not wear the flat-topped crown, but a cap crown or perhaps the Nubian wig.  The king, 
as with all other ‘Window of Appearance’ scenes from Amarna, wears the xprS crown.  The jambs and side 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 Also, there does not appear to be room for the popular sema-tawy and bound captives motif because of the 
way the architectural elements of the window have been depicted in this scene. 
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walls framing the window are depicted on a small scale relative to the royal couple and of almost equal 
width.  It is unknown how they were originally decorated, although their cornices are adorned with the 
usual motif of the uraei bands.  The balcony walls are depicted differently in this scene, as they extend to 
the same level as the lower enclosing structure.30  Above these balcony walls the roof of the building is here 
supported by four papyriform columns with the canopy depicted as running off to the right side, which is 
also supported by two papyriform columns, with their characteristic streamers.  Beneath the canopy, Huya 
is depicted with hands uplifted in adoration next to the outer wall of the window.  His attendant fits his 
newly gifted golden shebyu collars around his neck.  Behind Huya two ceremonial fan bearers and two 
viziers bow in adoration of the royal couple while two scribes in the register below them record the event.  
Another attendant holds a golden armband for Huya.  To the left of the window, two princesses are 
portrayed observing their parents from the interior of the palace. 
Bibliography: Davies, Norman de Garis, The Rock Tombs of El Amarna. Part III. The Tombs of 
Huya and Ahmes (London: Egypt Exploration Society, 1905), 12-13, pl. XVI. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Davies, Rock Tombs Part VI, 10, pl. XVI; Davies states that: “The four columns to right and left of the 
loggia should in strictness not be seen, but instead the two doors in a blank wall.  The four columns are inside the 
rooms, but the artist, having taken over the common design of the loggia, which had the side doors and terrace set 
below it (cf. Pl. xvii), had space left to show the interior of the side rooms.” 
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12) Huya rewarded by the royal couple at the ‘Window of Appearance.’ 
Date: 18th Dynasty, regnal year 12-13 of Akhenaten, c. 1340-1339 B.C. 
Provenance: Tell el-Amarna, northern tombs, tomb of Huya (Amarna Tomb 1), north wall, east side. 
 
The scale of the architectural features depicted in this scene is comparable to the ‘Window of 
Appearance’ scene on the west side of Huya’s tomb.  In this scene, that the balustrades and stairways 
leading to the entryways are depicted in the more common orientation, extending away from the sides of 
the structure’s façade.  Some of the decorative elements of this relief are uncommon among the ‘Window 
of Appearance’ scenes.  The parapet of the window is delineated from the lower level of the palace by a 
cavetto cornice that is decorated with a band of vertical lines.  In the panel below the cavetto cornice 
window sill is a very rare decorative feature.  The design is reminiscent of a large floral garland.  This 
motif is placed on the parapet in the area where the smA-tAwy and bound captive motif is commonly 
depicted.  The side walls and jambs of the window are undecorated, with the sidewalls only slightly wider 
than the jambs.  Both are topped with uraeus friezes.  The four papyriform columns supporting the roof of 
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the temple are depicted larger in this scene than in the one on the west side of the tomb.  The canopy, 
supported on the left of the window by two tall columns with papyriform capitals, extends out over Huya, 
who faces the king, posed in the traditional stance of adoration, with both hands facing him.  Each arm of 
the high official is adorned with multiple decorative arm bands and his neck is ornamented with multiple 
golden collars.  Akhenaten wears the xprS crown while Nefertiti wears a Nubian style wig with a uraeus in 
front.  The image of the Aten has been reconstructed without a uraeus or ankh, its rays extending down 
through the broken cornice to the royal couple.  The royal couple are leaning out over the thick cushion or 
pillow, tossing shebyu collars down to Huya.  Akhenaten also extends his right hand out to the high official 
in a gesture of encouragement. 
Huya’s importance and close connection to the king is evident by the large amount of gifts piled 
on two tables in front of him.  The texts above him also lend credence to his close association with the king, 
as they denote his epithet as: “Favorite of the Lord of the Two Lands.”31 Behind Huya a group of other 
priests gather to give praise to the royal couple in this occasion of public appearance. 
Bibliography: Davies, Norman de Garis, The Rock Tombs of El Amarna. Part III. The Tombs of 
Huya and Ahmes (London: Egypt Exploration Society, 1905), 13-15, pl. XVII. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31 Davies, Rock Tombs Part III, 18. 
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13) The high priest Meryre in jubilation beneath the royal couple in the ‘Window of Appearance.’ 
Date: 18th Dynasty, regnal year 11 of Akhenaten, c.1342 B.C. 
Provenance: Tell el-Amarna, northern tombs, tomb of Meryre (Amarna tomb 4), north wall. 
 
 The ‘Window of Appearance’ in this scene is highly decorated.  The parapet panel beneath the 
cavetto cornice window sill is fragmentary, however, it is clear that it is adorned with a floral festoon and 
bands of floral garlands.  The cavetto cornice window sill is decorated in a variegated band motif.  The 
pillow resting on the window sill still retains its decorative scheme, the ‘Royal Red’ pattern.  The relief of 
the royal couple was intentionally defaced in antiquity.  It is still clear, however, that Merytaten stands 
behind Nefertiti who wraps her arm around Akhenaten’s waist, keeping him in balance as he leans out of 
the window to greet his courtiers.  The Aten, with a frontal facing uraeus, shines down upon the upper roof 
and through the ‘broken lintel’ of the window.   
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The jamb is fragmentary, however, enough remains to indicate that it was decorated with the royal 
titularies of the king, queen, and the Aten.  The outer side walls are framed by a vertical variegated motif.  
The base of the side walls are decorated in the now-familiar niched façade or a serekh motif.  Above the 
niched façade a small band of dots separates the register above that portrays a clump of papyrus plants.  
From the right outer balcony wall it is clear that a rhekhyt bird sitting upon a nb sign was depicted above 
the papyrus clumps.  The remaining parts of the side walls are fragmentary, but it is clear they were 
adorned with royal titularies in alternating regular cartouches and cartouches topped with double plumes 
and a sun disc.  The cavetto cornices on top of the jambs and side walls are surmounted with inward facing 
uraei.  Four papyriform-capital columns with streamers support the continuous roof overhead.  Outside of 
the window, to the left, Meryre, high priest of the Aten, is depicted kneeling humbly before the king while 
two viziers or other high priests bow behind him.  These men are followed by two ceremonial fan bearers 
who look up at the king.  In the registers above, scribes and army men document and guard the occasion.   
Bibliography: Davies, Norman de Garis, The Rock Tombs of El Amarna. Part I. The Tomb of 
Meryre (London: Egypt Exploration Society, 1903), 15, 18, 20-23, pl. VI, VII. 
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14) The general Horemheb honored by King Tutankhamun and Queen. 
 
Date: 18th Dynasty, reigns of Tutankhamun, Ay and Horemheb, c. 1333-1307 B.C. 
Provenance: Saqqara, tomb of Horemheb, reliefs between Chapel C and D. 
 
 This scene depicts the reward of the general by the king after he returned victorious from the 
numerous foreign battles he waged on his behalf.32  The lower level of this ‘Window of Appearance’ does 
not appear to be elevated to any great height, however it is clear that it is elevated because a balustrated 
ramp or a set of stairs are portrayed on its right side.  There is no evidence of decoration on this feature.  
Curiously, the king and queen, most likely Tutankhamun and Ankhesenamun,33 are depicted standing in 
front of the cushioned parapet.  There is very fragmentary evidence that the front of the parapet was 
decorated, however, it is too damaged to determine the nature of this decoration.  A torus molding and 
cavetto cornice top the parapet.  Two columns decorated with papyrus stalk motifs frame the window and 
undoubtedly support a roof overhead, although this portion of the scene is not preserved.  There is no 
evidence, in this fragmentary scene, of surrounding architectural elements. This scene may depict a very 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32 Martin, Tomb of Horemheb, 28. 
33 Presumably this is Ankhesenamun, although, there are no surviving texts that support this; See Martin, 
Tomb of Horemheb, 94, footnote 5. 
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abbreviated rendering of the traditional ‘Window of Appearance’ scene or it may be an early example of 
the hybrid pre-Amarna royal kiosk and the later padded speaker’s podium favored in the Ramesside period. 
The upper bodies of the king and queen are missing.  The king wears a transparent robe with a 
‘multi’ apron34 in front that is decorated with a band of frontally facing uraei and a panther head.  The 
queen wears a similar pleated transparent garment and is holding a flail.  It appears as if the king is bending 
over, possibly with his hand outreached in greeting.  In front of the window, Horemheb is depicted leaning 
over with his right hand outstretched as if waiting for his reward from the royal couple.  The general is 
depicted with numerous golden collars around his neck, reminiscent of the scenes from Amarna.  In his left 
hand, Horemheb holds a ceremonial fan and a streamer.35  A royal uraeus was added after this scene was 
originally executed when Horemheb became king.   
Bibliography: Martin, Geoffrey Thorndike, The Memphite Tomb of Horemheb Commander-in-
Chief of Tutankhamun. Vol. I. The Reliefs, Inscriptions, and Commentary (London: Egypt Exploration 
Society, 1989), 94-97, pls. 110 A, 111, 112. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34 Calvert, “Quantifying Regalia,” 61-63, figs. 22-23 
 
35 It is interesting that Horemheb holds the ceremonial fan and ribbon, in all of the ‘Window of Appearance’ 
scenes at Amarna the viziers grasp these implements, but never the recipient of the shebyu.  There are perhaps two 
other examples of a ‘Window of Appearance’ scene in which the individual being honored holds the ceremonial fan, 
one on the ostraca from the reign of Ramesses IX (App. B, 31) and the other from the tomb of Neferhotep (TT 49) 
(App. B, 16).   
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15) The ‘Window of Appearance’ scene in the tomb of Horemheb. 
Date: 18th Dynasty, reigns of Tutankhamun, Ay and Horemheb, c. 1333-1307 B.C. 
Provenance: Saqqara, tomb of Horemheb, relief on the south wall of the first courtyard. 
 
 This fragmentary scene differs significantly from other scenes in its decorative program.  The left 
side of the façade of the structure is illustrated with a set of stairs leading up to a doorway in which the 
closed door leaves are clearly depicted.36  This façade is also decorated with a scene of Nubians on the left 
and northern Asiatics on the right, in adoration of the window above.  In between these groups is the smA 
tAwy motif and, uniquely, a table with perhaps some form of offering.37  A cavetto cornice separates the 
decorated façade from the ‘Window of Appearance’ above.  The parapet of the window is decorated with a 
group of four fecundity figures binding and tying the characteristic lotus and papyrus plants of northern and 
southern Egypt that comprise the smA tAwy.  A cavetto cornice sill with the usual pillow resting on it can be 
made out in the fragmentary remains of the scene.  It is unclear whether the two vertical elements framing 
the window represent walls or columns.  Interestingly, the window is portrayed as relatively narrow 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36 Martin, Tomb of Horemheb, 25. Martin claims: “the edifice shown here is a free standing structure in its 
own right rather than part of the royal palace.”  I believe it does illustrate the window as part of a structure because it 
has the characteristic staircase leading up to a doorway that is seen in the Amarna scenes.  Martin suggests the window 
shown here is meant to depict the palace at Memphis rather than Thebes. 
	  
37 Ibid.; the author describes the vessels on the table in front of each group as symbolizing the tribute of the 
South and the North. 
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compared to the lower level of the structure.38  To the left of the window are the remnants of a king 
smiting.39  This is similar to the reliefs adjacent to the ‘Window of Appearance’ at Medinet Habu. Martin 
indicates that this scene was not part of the original design and was added later, perhaps under Ay. 
Bibliography: Martin, Geoffrey Thorndike, The Memphite Tomb of Horemheb Commander-in-
Chief of Tutankhamun. The Reliefs, Inscriptions, and Commentary (London: Egypt Exploration Society, 





16) King Ay awarding Neferhotep and other high priests from the ‘Window of Appearance.’ 
Date: 18th Dynasty, reign of Ay, c.1322-1319 B.C. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 This scene may provide a more realistic depiction of what the window and the lower level of the window 
structure would have looked like architecturally. 
 
39 Martin, Tomb of Horemheb, 26. 
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Provenance: El Khokha, tomb of Neferhotep (Theban Tomb 49), west wall, south side. 
 
 This heavily damaged ‘Window of Appearance’ scene has several unique features in its decorative 
program and in its architectural layout.  The lowest element, which corresponds to the façade of the 
enclosing structure beneath the parapet, is almost completely destroyed, but the two doors so often seen in 
the Amarna period are no longer present.  A group of three foreign enemies of Egypt, two northern Asiatics 
and a Libyan, are depicted to the right of a smA tAwy motif.  The lowest portion of the parapet is decorated 
in a motif reminiscent of the niched palace façade of the serekh.  The ret of the parapet is adorned in a 
series of decorative bands.  The lower band depicts an ankh holding wAs scepters on a nb sign at the far left.  
It is followed to the right by a series of rhekhyt birds adoring the paired cartouches of the king. All of these 
rest on nb signs.  In the two bands above are alternating paired cartouches resting on nbw signs and 
surmounted with solar discs and golden Horus falcons with sun disc and uraeus.  In front of each falcon is a 
shen sign and a flail is depicted behind its wing.  It stands on nbw signs.  The cavetto cornice window sill is 
decorated with a floral motif and bands of vertical lines in alternating colors.   
The pillow resting above the window sill still bears painted decoration that is consistent with the 
‘Royal Red’ pattern.40  The king, Ay, was likely portrayed with both arms resting on top of the pillow.  The 
king is wearing a pectoral and two shebyu collars, as well as a broad collar.  He also wears the xprS crown 
with dangling ribbons.  Interestingly, above the king there is a behdet falcon holding a ceremonial fan and 
Hb-sd glyph, shen and ankh with two wAs scepters over nb signs.41  The queen is depicted standing behind 
or beside the king, holding a ceremonial flail and wearing the Hathoric crown.   
The depictions of the narrow structural elements that frame the window are very fragmentary, 
although traces of hieroglyphs indicate that they would have been adorned with the royal titulary.42  The 
roof appears to have had two continuous decorated lintels below a cavetto cornice, one consisting of a band 
of grape clusters.  The roof is topped by a frieze of uraei with sun discs and has streamers hanging down 
from each corner.  To the left of the roof, and not visible in this illustration, is a separate cavetto cornice 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 Pinch-Brock, “‘Royal Red Fabric’,” 7-14. 
41 Davies, Tomb of Neferhotep, 20. 
 
42 Ibid. 
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supported by a single papyriform capital column.  This roof is slightly higher than the top of the window, 
supporting the notion that is a structure separate from the window or any building to which the window was 
atached.  Below the canopy, a group of fan bearers and officials43 offer praise to the king while Neferhotep, 
who stands beyond the canopy, has his rewards placed around his neck by attendants. 
 Bibliography: Davies, Norman de Garis, The Tomb of Neferhotep at Thebes (New York: 





17) The Queen awards Meryet-Re from a window of the palace. 
Date: 18th Dynasty, reign of Ay, c. 1322-1319 B.C. 
Provenance: El Khokha, tomb of Neferhotep (Theban Tomb 49), west wall, south side. 
 
 In the top register of the same wall as the ‘Window of Appearance’ scene in which Neferhotep 
receives rewards from the royal couple, there is a separate window scene in which only the queen is 
depicted.  This scene may represent a separate area of the palace, possibly the ‘harim’,44 or the queen’s 
residence.  This is the only example of a queen depicted alone in the ‘Window of Appearance.’  Portrayed 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
43 Ibid., 21; two of which have titles, such as ‘The Chief Officer of the Army.’ 
 
44 Ibid., 23-26. 
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aspectively, the wall of the building is shown with a large doorway45 and three small grated windows at the 
lower level, and two larger windows above.  This indicates the structure consisted of two stories.  The two 
windows depicted on the upper level of the building have elaborately decorated shutters or matting shades. 
Maintaining the forms from Amarna, although from a different perspective, the tops of four palmiform 
columns support the continuous roof of the residence, creating a sort of clerestory to allow light in. 
What may be the front of the residence is also depicted in full view; it would have faced the open 
courtyard where Meryet-Re, the wife of Neferhotep, is depicted receiving a golden collar from the queen.  
The ‘Window of Appearance’ is framed by two papyriform columns that support a separate, continuous 
lintel topped by a cavatto cornice.  The narrow walls of the window are decorated with a vertical variegated 
band motif. . The area where one would expect the pillow is completely lost, and all that remains of the 
queen is a portion of her cap crown and arm extending out of the window. The panel beneath the window 
sill is decorated, although due to its state of preservation, it is difficult to determine the motif.   
The entire residence is framed by two tall papyriform columns which support yet a third 
continuous roof with cavetto cornice and, especially to the left, appears to project beyond the walls of the 
structure, creating the canopy that is depicted as extending out over Meryet-Re and her attendants.  
 Bibliography: Davies, Norman de Garis, The Tomb of Neferhotep at Thebes (New York: 
Metropolitan Museum of Art, 1933; reprint, New York: Arno Press, 1973), 23-26, pl. XIV. 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45  The presence of this doorway seems to correspond to the doorways depicted off of the side of the lower 
building façade seen in other ‘Window of Appearance’ scenes.   
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18) Horemheb awarding Neferhotep and other priests of Amun from the ‘Window of Appearance.’ 
Date: 18th Dynasty, reign of Horemheb, c. 1319-1292 B.C. 
Provenance: Sheikh abd el-Qurna, tomb of Neferhotep, (Theban Tomb 50). 
 
The ‘Window of Appearance’ is maintained in this scene, but with noticeable differences.  Here 
the king is not depicted as elevated and behind a parapet with the lower half of his body not visible, but as 
standing in front of what appears to be a pedestal topped with cavetto cornice and supporting the pillow 
that is commonly portrayed on the sill of the parapet in the ‘Window of Appearance.’  The pillow and 
speaker’s podium or rostrum are undecorated.  No other architectural elements are represented.  The scene 
may depict a free-standing podium, or an extremely abbreviated view of a kiosk or traditional ‘Window of 
Appearance’ within a larger structure.  Horemheb is wearing the xprS crown, a broad collar,46 and holds the 
traditional scepters of kingship, the crook and flail, in his left hand.  His right arm appears to be resting on 
the pillow or cushion.  A transparent kilt or garment wraps around the lower body of the king, along with a 
decorative apron flanked by uraei hanging from his waist.47  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46 Cyril Aldred, Jewels of the Pharaohs (London: Thames and Hudson, 1978), 145-148; it also appears that 
he is wearing a golden shebyu collar, perhaps one he received from Tutankhamun; see, Martin, Tomb of Horemheb, pl. 
112. 
 
47 Calvert, “Quantifying Regalia,” 49-64.  In her statistical analysis of scenes of Ramesses III at Medinet 
Habu, Dr. Calvert concluded that the flanking apron is primarily worn in ‘Ritual’ contexts. 
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 To the left of the king, the director of the king’s treasury, Maya, with ceremonial fan and two of 
the king’s viziers stand before Horemheb; a table piled with golden collars stands between them. 
Neferhotep is depicted behind them with both arms uplifted in adoration, while his attendants placing the 
golden shebyu collars around his neck.  Two individuals behind Neferhotep, the priest of Amun, Parennefer  
and the priest of Amun, Imeneminet are also depicted with golden shebyu collars. 
Bibliography: Hari, Robert, La tombe thébaine du pére divin Neferhotep (TT 50) (Geneva: 






19) Hor-min receives honorary titles and gold of praise from the king. 
Date: 19th Dynasty, reign of Seti I, c. 1290-1279 B.C. 
Provenance: Saqqara, Serapeum 
Current location: Catalogue no. C 213, The Louvre, Paris, France. 
 
 This stele, which appears to be commemorative rather than funerary, was found in the Serapeum 
at Saqqara by Mariette, and depicts Hor-min, the “director of the royal harem” during the reign of Seti I.  
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Here the official is rewarded by that king from the ‘Window of Appearance’.48  The window is reduced to 
only the parapet, pillow or cushion, narrow walls framing the window, and the complex cavetto cornice 
roof above a continuous lintel.  No decorative detail appears to have been carved on any of these elements.  
Within the window, executed in sunk relief, is a behdet falcon holding a shen sign and a ceremonial fan in 
its talons.  It hovers over the head of Seti I, whose cartouches are carved behind him.  The king wears the 
lappet wig fronted by a uraeus and a sheer robe with a hanging apron from his waist.  His lower body is 
obscured by the parapet.  Seti I rests his left hand on the pillow above the window sill while he leans out 
toward Hor-min with his right arm extended in a manner of address.  In between the king and Hor-min is a 
table with three golden collars and other awards.  Hor-min, wearing a long wig and robes, is being fitted 
with two golden shebyu collars by an attendant while another places oils on his body.  The associated texts 
consist of an address by Seti I, honoring Hor-min with the title of “director of the royal harem” and 
“director of the seal.”49  In response, Hor-min praises the king in a manner typical of honorees in the 
‘Window of Appearance’ scenes.   
Bibliography: Boreux, Charles, Musée national du Louvre, déparetment des antiquités 
égyptiennes. Guide-catalogue sommaire. I. Salles du rez-de-chaussée, escalier et palier du premier étage, 
salle du mastaba et salle de Baouît (Paris: Musées nationaux, 1932), 80, pl. VIII; Boreux, Charles, La 
sculpture égyptienne au Musée du Louvre, Paris: Librairie des Arts Décoratifs, 1939, pl. XXXIV; Louvre 
Museum, “Stela of Hormin” http://cartelfr.louvre.fr/cartelfr/visite?srv=car_not_frame&idNotice=17611 
(accessed March 5, 2011); Hölscher, Uvo, The Excavation of Medinet Habu. Vol. III. The Mortuary Temple 
of Ramesses III. Part I, University of Chicago Oriental Institute Publications No. LIV (Chicago: The 
University of Chicago Press, 1941), 41, Fig. 19. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48 Hölscher, Excavation of Medinet Habu, Vol. III, 1, 41, fig. 19. 
	  
49 Louvre website, http://cartelfr.louvre.fr/cartelfr/visite?srv=car_not_frame&idNotice=17611, 
(accessed March 5, 2011). 
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20) The high priest of Amun, Nebwennef honored by Ramesses II from the ‘Window of Appearance.’ 
Date: 19th Dynasty, early reign of Ramesses II, between regnal years 1-12, c. 1279-1267 B.C. 
Provenance: Dra Abu el Naga, tomb of Nebwennef, (Theban Tomb 157). 
 
 This fragmentary ‘Window of Appearance’ scene portrays Nebwennef, high priest of Amun, as he 
extends his right upward toward Ramesses II in a manner of greeting and praise.  The area of relief behind 
the high priest is fragmentary, however, based on the presence of the ceremonial fan, crook, and ribbon, 
along with a hand raised in adoration, it is likely that this second individual is the vizier.  The base or 
pedestal that supports the window in this scene is low and fairly plain; only a cavetto cornice and torus 
molding are illustrated.  The area of the parapet is damaged, however enough decoration remains to show 
that this element of the window is different from other ‘Window of Appearance’ scenes.  The center 
portion of the parapet has a series of cross-hatched horizontal and vertical lines which may represent the 
niched façade motif or serekh.  On the left side of the this motif the traditional plant of Lower Egypt, 
represented by a thicket of papyrus plants, is topped by a cobra wearing the Atef crown.  Above this, a 
blank band separates these decorative features from a series of grape clusters or perhaps pendant floral 
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leaves or petals.50  Above the grape cluster band there is another plain band below a series of left-facing 
uraei with sun discs. These support the cavetto cornice window sill.  The plump pillow is depicted folded 
over the edges of the window sill and covering a portion of the balcony wall or jamb.   
The inner wall or jamb framing the window is portrayed as relatively narrow, lacking decoration, 
and extends from the pedestal to the continuous lintel at the top of the window. The cavetto cornice at the 
top of the window is topped by a band of left facing uraei with sun discs.  The outer side wall of this 
‘Window of Appearance’ (only the left side is preserved), which is shorter than the narrow inner jamb, is 
similar to the Amarna form, with a series of decorated registers.  The very bottom of the side wall is devoid 
of relief, however, it may have once been painted with a decorative motif.51  In the register above this blank 
area, are two papyrus thickets.  The next register contains a rhekhyt bird standing on a nb sign with arms 
uplifted adoring a cartouche of the king topped by a sun disc.  In the register above the latter, a sun disc 
mounted cartouche of the king that stands on a nb sign is flanked on either side by opposite facing uraei 
with sun discs that wear shen signs around their necks.  In the next register the decoration is fragmentary, 
however, enough remains to indicate that it likely contained a representation of the king as a sphinx and a 
sun shade fan.  The fifth register above the undecorated area probably contained a golden Horus cartouche 
topped with a sun disc, although only the cartouche and two nbw signs remain.  Above that is a band of left 
facing uraei with sun discs.  The side wall is topped by a cavetto cornice which supports a band of left 
facing uraei with sun discs.  An unique feature of this relief is that left edge of the side wall appears to have 
a tall central niche apparently decorated with a vertical band of forward facing uraei with sun discs. Left of 
the window, four slender papyriform columns support a cavetto cornice roof that shades the courtiers from 
the sun.  A decorative band of grape clusters hangs beneath the cavetto cornice of the canopy, another 
unique feature of this ‘Window of Appearance’ scene. 
Ramesses II is depicted leaning out of the window with his wife’s hand embracing him as if to 
help keep his balance.  The king wears the xprS crown and perhaps a broad wsx collar. He extends his right 
arm out toward Nebwennef in a gesture of address.  The king, however, does not toss down golden shebyu 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50 It is likely that this ‘blank’ band was once painted. 
 
51 Possibly similar to the serekh-like niched façade design that is portrayed on this architectural element in 
Amarna (numbers 3, 5, 10, and 13) and later examples (numbers16 [Ay] and 21 [Ramesses II]). 
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collars to the high priest.  The unnamed queen depicted behind the king is wearing a modius surrounded by 
erect cobras topped with sun discs and fronted by a uraeus without a sun disc. 
Bibliography: Borchardt, Ludwig, “Die Königin bei einer feierlichen Staatshandlung Ramesses 
II”, ZÄS 67 (1907), 23-31; Hölscher, Uvo, The Excavation of Medinet Habu. Vol. III. The Mortuary Temple 
of Ramesses III. Part I. University of Chicago Oriental Institute Publications No. LIV (Chicago: The 






21) Apy receiving honors from Ramesses II in the ‘Window of Appearance.’ 
Date: 19th Dynasty, late reign of Ramesses II, c. 1279-1213 B.C. 
Provenance: Sheikh abd el-Gurnah, tomb of Apy, (Theban Tomb 217), east wall, south side, upper part. 
 
Apy was the chief sculptor and priest to the deified king Amenhotep I during latter years in the 
reign of Ramesses II.52  In this scene Apy may be located behind a vizier who is portrayed with a bald head 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 Norman de Garis Davies, Two Ramesside Tombs at Thebes (New York: The Metropolitan Museum of Art, 
1927), 40, 47. 
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and holds a sash and ceremonial fan while he raises his right arm up in adoration of the king.  Apy also 
holds a sash and ceremonial fan, but the honored man holds the fan up to the king within the window.  
Behind Apy and the vizier, two more fanbearers hold sashes while they fan the king.  Apy is not the sole 
recipient of reward from the king, as twelve men arranged in groups of three wearing golden shebyu collars 
having an attendant adjust their tunics are depicted behind the fan bearers.  The only indication of a lower 
level of the structure is a blank pedestal beneath the window parapet.53  The lower portion of the parapet 
façade is decorated with a narrow niched façade motif, above which four foreigner captives are bound up 
by the smA tAwy motif with their hands behind their backs and restrains around their necks.54  On the left are 
Egypt’s traditional northern enemies, the Asiatics, and on the right two Nubians are depicted.  The cavetto 
cornice window sill is decorated in a variegated motif of vertical lines.  The pillow is depicted above the 
window sill, although from the fragmentary remains it cannot be determined if it was decorated in the 
‘Royal Red’ pattern.  The image of Ramesses within the window is depicted on an unusually small scale 
compared to the window and the individuals being honored.  This area of the scene is quite fragmentary 
and is heavily reconstructed by Davies.  It is clear that the king wore a xprS crown and an unusually large 
wesekh broad collar.  Ramesses II leans on the pillow with his right arm while he reaches his left arm out in 
front of the feather fan held by Apy.  Above the king, suspended from a continuous lintel is a frieze of 
grape clusters hangs.  A lintel with cavetto cornice with a band of left facing uraei mounted with sun discs 
lies above.  The window is framed by two narrow walls decorated with a pattern reminiscent of the rishi 
feather pattern and a variegated band of horizontal lines. 
Bibliography: Davies, Norman de Garis, Two Ramesside Tombs at Thebes (New York: The 
Metropolitan Museum of Art, 1927), 40, 47, Pl. XXVII.   
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
53 Note the absence of ramps, stairs, balustrades, or doorways that are characteristic of the ‘Window of 
Appearance’.  The unusual way in which this window is depicted implies the artist may have chosen to exclude these 
features. 
 
54 It is interesting that the Asiatics on the left are depicted as up on their toes while the Nubians on the right 
are depicted flat footed.  
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22) The stela of Mosi. 
Date: 19th Dynasty, reign of Ramesses II, c. 1279-1213 B.C. 
Provenance: Qantir 
Current location: Catalogue no. 374, Roemer und Pelizaeus Museum, Hildesheim, Germany. 
 
 This private stela of Mosi, a military official during the reign of Ramesses II has two separate 
registers.  In the top register on the (viewers) left, the king, wearing the xprS crown and ribbons with a 
sheer tunic over a kilt with an apron in the front, presents MAat to a statue of Ptah.  On the (viewers) right 
Ramesses II stands with his left arm resting on the pillow of the window, his two cartouches above him 
within the window.  He tosses a collar with his right hand down to Mosi, who wears a military style kilt.  
The king’s body is depicted fully in front of the window, which is represented by a parapet, cushioned 
window sill, jambs or walls, and topped by a continuous lintel with cavetto cornice and right facing uraei 
crowned with sun discs.  A number of objects are strewn in front of Mosi, showing that the king is not only 
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rewarding him with jewelry.  The text between the king and Mosi is a speech stating the king’s satisfaction 
with Mosi and his bestowal of silver and fine things upon him in return for his good service.  In the lower 
register Ramesses stands next to a colossal statue of himself designated as ‘Re of the Rulers,’ again 
bestowing numerous a variety of gifts upon Mosi and the military men behind him.55   
Bibliography: Habachi, Labib, Features of the Deification of Ramesses II (Glückstadt: J.J. 





23) Ramesses III addresses an unknown individual from the ‘Window of Appearance.’ 
Date: Tomb originally 12th Dynasty, reused in the 20th Dynasty, reign of Ramesses III, c. 1187-1156 B.C. 
Provenance: Rifeh, tomb of an unknown individual, Tomb 2 
 
 This tomb originally dates to the XIIth dynasty, and was later reused during the XXth dynasty.  
The scene of interest here consists of a black ink outline documented by Petrie in 1907.  The far left part of 
a separate scene depicts Amun followed by Re-Harakhti, and Ptah.  Immediately to the right and behind 
Ptah the honored individual, who has courtiers adjusting his wardrobe and anointing him with oils, is 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55 Labib Habachi, Features of the Deification of Ramesses II (Glückstadt: J.J. Augustin, 1969), 28-39; the 
author infers that the most likely location for this statue is Piramesse, which would imply that the ‘Window of 
Appearance’ depicted in the top register is also at the palace at Piramesse. 
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adorned with two shebyu collars, a broad collar, and a diadem or headband.  This individual, likely a high 
priest, has both arms uplifted in a manner of adoration.  He is positioned in front of a table with a cult 
statue of the king offering MAat to a statue of the god Thoth as a baboon, who is seated on a pedestal with 
his head surmounted by the lunar disc and crescent.  To the right of this statue a table piled high with 
offerings stands before a ‘Window of Appearance.’  Within the window the king is depicted next to his 
cartouches wearing a nms headdress and appears to be reaching out with his right arm in the characteristic 
pose of recognition towards the honoree.  The wardrobe of the king is unclear based on Petrie’s sketch, 
however, the king may be wearing a kilt with either a ‘multi’ apron or a ‘flanking’ apron56 as evidenced by 
the sun disc.  Ramesses III stands in front of the cushioned parapet.  The window is surmounted by a 
continuous double cavetto cornice roof topped by left facing uraei with sun discs.  The roof is upheld by 
papyriform columns with streamers. 
 Bibliography:  Petrie, W.M. Flinders, Gizeh and Rifeh (London: Egypt Exploration Fund, 1907), 





24) Ramesses III appears in the ‘Window of Appearance.’ 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
56 Calvert, “Quantifying Regalia,” 61-63, figs. 22-23. 
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Date: 20th Dynasty, reign of Ramesses III, c. 1187-1156 B.C. 
Provenance: Medinet Habu, reused as a floor slab in second palace. 
 
This fragmentary ‘Window of Appearance’ scene depicting Ramesses III was excavated in the 
second palace, where it had been reused as a floor slab.57  The king is depicted standing in front of the 
window parapet with the pillow on the sill behind him.  Ramesses III appears to be resting his right arm the 
pillow while he hands down some type of collar with a counterpoise (?) to an individual below, evidenced 
by a fragment of a hand reaching up to take the reward.  The parapet façade of the window has been carved 
as recessed, however, no evidence of a decorative motif remains.  On the (viewer’s) right side of the scene 
the parapet is flanked by what appears to be a narrow wall and then perhaps a fluted column.  The king 
wears a kilt with an apron hanging in the front. 
Bibliography: Hölscher, Uvo, The Excavation of Medinet Habu. Vol. III. The Mortuary Temple 
of Ramses III. Part I. University of Chicago Oriental Institute Publications No. LIV (Chicago: The 




 25) Ramesses III celebrating victory over the Libyans from the ‘Window of Appearance.’ 
Date: 20th Dynasty, regnal year 5 of Ramesses III, c. 1182 B.C. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
57 Hölscher, Excavation of Medinet Habu III, 1, 41, pl. 34D. 
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Provenance: Medinet Habu, northern exterior temple wall. 
 
 This scene, which appears on the northern exterior wall of the mortuary temple of Ramesses III at 
Medinet Habu, depicts the king returning from his first battle with the Libyans.  Ramesses III has 
dismounted from his chariot, while his soldiers stand behind him attending his chariot horses.  The king has 
made his way to the most abbreviated form of ‘Window of Appearance,’ which is indicated by the 
cushioned parapet without other architectural features.  Fragmentary texts visible on the edge of the parapet 
present the king’s titularies.  The lower half of the king’s body is also fragmentary, however, he is clearly 
standing in front of the podium and the bull’s tail accoutrement is visible.  The king rests his left arm on the 
pillow that sits atop the sill of the parapet, while he reaches out with his right hand in the characteristic 
manner of engagement with the group of officers in front of him.  Ramesses III is wearing the xprS crown 
with a streamer attached and golden shebyu collars.  Above the king’s head is a sun disc flanked by two 
uraei, one wearing the white crown of Upper Egypt (viewer’s right) and the other wearing the red crown of 
Lower Egypt (viewer’s left).  In front of the king a group of three military officials offer praise to the 
mighty warrior king while behind them Egyptians calculate the number of enemies slain by counting the 
severed hands and phalluses of the Libyans killed.  Six scribes bow behind them waiting to record the 
event.  The texts recount the pharaoh’s power over his enemies in battle and the praises of his military. 
 Bibliography: For an image see, Epigraphic Survey, Medinet Habu. Volume I. Earlier Historical 
Records of Ramses III (Chicago: The University of Chicago Press, 1930), pl. 22.  For a translation of 
associated texts see, Edgerton, William F. and John A. Wilson, Historical Records of Ramses III. The Texts 
in Medinet Habu, Vols. 1 and 2 (Chicago: The University of Chicago Press, 1986), 13-16; for the dating of 
the First Libyan War see, Ibid., 17-34. 
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26) Ramesses III distributes armament to his troops from the ‘Window of Appearance’ on the eve of 
battle with the “Sea Peoples.” 
Date: 20th Dynasty, regnal year 8 of Ramesses III, c. 1179 B.C. 
Provenance: Medinet Habu, northern exterior temple wall. 
 
This scene is immediately west of the scene just described at Medinet Habu.  Ramesses III uses 
the ‘Window of Appearance’ on this occasion to address his military and to dispense battle gear in 
preparation for war with the ‘Sea Peoples.’58  The king wears the lappet wig adorned with a uraeus and a 
ribbon in the back.  He is clothed in a sheer robe with the ‘flanking’ apron in the front.  He rests his left arm 
on the pillow that lies on the parapet of an abbreviated ‘Window of Appearance’ while he reaches out with 
his right hand in a gesture of address.  The parapet sill is depicted as a cavetto cornice, below it the parapet 
façade is bordered by the king’s royal titularies in a vertical band.  At the base of the hieroglyphic band is a 
niched façade motif.  Although this portion of the relief is damaged, the center of the parapet appears to 
contain a representation of a Nubian, one of the traditional enemies of Egypt, bound by the smA tAwy motif, 
as is found on other ‘Window of Appearance’ scenes.  Behind the Ramesses, two fan bearers cool the king 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 For more on the ‘Sea Peoples’ see, N.K. Sandars, The Sea Peoples: Warriors of the ancient Mediterranean 
(London: Thames and Hudson, 1985). 
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during his address to his military.  In front of the king two individuals, likely ceremonial fan bearers or 
viziers, hold fans out toward the king.  Another individual behind them holds a sash and some type of staff 
or scepter.  The supplies being distributed are recorded by two scribes who stand behind the men facing the 
king.  This occasion marks the preparation for one of the greatest battles in ancient Egyptian history, and 
was an occasion in which the king utilized the ‘Window of Appearance’ to illustrate his power to command 
his army. 
Bibliography: For an image see, Epigraphic Survey, Medinet Habu. Vol. I (plates 1-54).  Earlier 
Historical Records of Ramses III.  University of Chicago Oriental Institute Publications VIII (Chicago: The 
University of Chicago Press, 1930), pl. 29. For a translation of associated texts see, Edgerton, William F. 
and John A. Wilson, Historical Records of Ramses III. The Texts in Medinet Habu. Vols. 1 and 2 (Chicago: 





27) Ramesses III standing in the ‘Window of Appearance’ after his defeat of the Syrians. 
Date: 20th Dynasty, Regnal year 8 of Ramesses III, c.1179 B.C. 
Provenance: Medinet Habu, first courtyard, north wall. 
	   177	  
 
In this scene Ramesses III stands at the abbreviated ‘Window of Appearance’ on the occasion of 
his victory over the Syrians, with a group of military officials and four royal fan-bearers behind him.  On 
the front of the cushioned parapet two bound foreigners, a Nubian and a Syrian are portrayed.  The top of 
the parapet has a torus molding and cavetto cornice.  The king and presumably the parapet stand on a short 
base topped with a cavetto cornice.  The king is depicted in the pose of verbal engagement, greeting the 
royal prince who stands before him holding a ceremonial fan.  Two viziers and five more royal fan bearers 
stand behind the prince in front of a procession of bound Syrian captives.  The texts before the king clarify 
that the function the ‘Window of Appearance’ was utilized by the king to create a sense of awe and fear 
when he states: “ I sit upon his throne in victory, for his hand remains with me in every fray, and he sets the 
awe of me in the hearts of the Nine Bows, so that every invader of my frontier is slain in their places.”59 
Bibliography: For an image see, Epigraphic Survey, Medinet Habu. Vol. II (plates 54-130).  
Earlier Historical Records of Ramses III.  University of Chicago Oriental Institute Publications IX 
(Chicago: The University of Chicago Press, 1932), pl. 96. For a translation of associated texts see, 
Edgerton, William F. and John A. Wilson, Historical Records of Ramses III. The Texts in Medinet Habu. 
Vols. 1 and 2 (Chicago: The University of Chicago Press, 1986), 101-102. 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59 Edgerton and Wilson, Historical Records of Ramses III, pls. 96, 101. 
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28) Ramesses III standing in the ‘Window of Appearance’ in triumph over the ‘Sea Peoples.’ 
Date: 20th Dynasty, regnal year 8 of Ramesses III, c. 1179 B.C. 
Provenance: Medinet Habu, northern exterior temple wall. 
 
 In this relief Ramesses III stands at the abbreviated ‘Window of Appearance’ which consists of a 
small elevated base surmounted by a cushioned parapet with cavetto cornice.  Both the parapet and the 
elevated platform lack decoration.  I believe that this scene represents Ramesses III in a ‘Window of 
Appearance’ in the migdol depicted to the upper left of the scene.  The king stands in behind his chariot and 
two fan-bearers, slightly bent over and leaning on his left arm that rests on the pillow.  Here he is 
addressing his son, the crowned prince, who carries a ceremonial fan in his left hand.  The prince leads a 
procession including two viziers and two fan-bearers, in front of a row of bound captives being paraded in 
front of the divine king.  In the two registers below the king, other captured Sea Peoples are gathered by the 
military while a count of the enemies killed, here represented in a pile of severed hands, are recorded by the 
scribes.  The texts accompanying this scene describe the king’s military might.  The prince and other 
officials make this notion clear when they address the king by saying: “Thou art Re as thou appearest like 
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unto him.  Thy strength crushes the Nine Bows, and every land trembles at thy name, for the awe of thee is 
before them every day.”60 
Bibliography: For an image see, Epigraphic Survey, Medinet Habu. Vol. I (plates 1-54).  Earlier 
Historical Records of Ramses III.  University of Chicago Oriental Institute Publications VIII (Chicago: The 
University of Chicago Press, 1930), pl. 42.  For a translation of the associated texts see, Edgerton, William 
F. and John A. Wilson, Historical Records of Ramses III. The Texts in Medinet Habu. Vols. 1 and 2 
(Chicago: The University of Chicago Press, 1986), 42-44, pl.42; for the dating of the war with the ‘Sea 






29) Ramesses III basking in victory in the ‘Window of Appearance’ after the Second Libyan War. 
Date: 20th Dynasty, regnal year 11 of Ramesses III, c. 1176 B.C. 
Provenance: Medinet Habu, first courtyard, east wall.61 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60	  Edgerton and Wilson, Historical Records of Ramses III, pl. 42. 
	  
61 Epigraphic Survey, Medinet Habu, Vol. II, fig. 6. 
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In this relief, depicting the conclusion of the Second Libyan War, Ramesses III is depicted as 
standing at the abbreviated ‘Window of Appearance’ addressing the crown prince in front of him.  Two 
royal fan bearers stand behind the king while a behdet falcon hovers over the king’s head holding a Hb sd 
symbol.  The king wears a lappet wig with ribbons fronted by a uraeus and a sheer robe over a tunic with a 
‘multi-apron.’  He stands on a short base topped with a cavetto cornice beside the similarly ornamented 
parapet and leans his left arm on the pillow while his right arm is extended toward the prince in a manner 
denoting verbal engagement.  Bound Libyan captives are portrayed on the front of the parapet of the 
‘Window of Appearance.’  The prince stands with his right arm uplifted, greeting the king and holds a 
ceremonial fan and sash in his right hand.  Two royal viziers stand behind the prince, also holding 
ceremonial fans.  Behind the viziers an official counts the hands of the slain enemies while a scribe records 
the number.  Behind the scribe a chief of the Libyans is bound at the wrists by a manacle and is escorted by 
another royal prince who raises an axe behind the chief’s head.  The princes are depicted presenting the 
enemies to their divine father. 
Bibliography: For an image see, Epigraphic Survey, Medinet Habu. Vol. II (plates 54-130).  
Earlier Historical Records of Ramses III.  University of Chicago Oriental Institute Publications IX 
(Chicago: The University of Chicago Press, 1932), pl. 75. For a translation of associated texts see, 
Edgerton, William F. and John A. Wilson, Historical Records of Ramses III. The Texts in Medinet Habu. 
Vols. 1 and 2 (Chicago: The University of Chicago Press, 1986), 64-69; for the dating of the Second 
Libyan war to regnal year eleven see, Ibid., 71-94.  
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30) The Mayor Paser is awarded for the delivery of statues for Ramesses III. 
Date: 20th Dynasty, reign of Ramesses III, c. 1187-1156 B.C. 
Provenance: The mortuary chapel of PA-sr at Medinet Habu, outside of the Western Fortified Gate. 
 
 Paser, a mayor under Ramesses III, appears behind the king who stands beside the ‘Window of 
Appearance’ facing away from the official.  In this relief, the parapet topped with a cavetto cornice, which 
supports the cushion or pillow, is apparently undecorated.  The parapet and window are framed by narrow 
jambs or walls which support a continuous lintel topped with a frieze of uraei with sun discs.  The window 
appears to stand directly on the ground line and is not elevated a base.  Paser lifts his arms in a gesture of 
adoration to the king on a significant occasion when he brought two statues for his majesty, one of a 
palanquin with lions, an attached sunshade and what appears to be a figure of the goddess MAat at the back 
of the chair.  The other statue is of the king wearing a xprS crown.  The king must have been pleased with 
these statues since he has rewarded the mayor with golden shebyu collars and other commodities.  
 Bibliography: Schott, Siegfried, Wall Scenes from the Mortuary Chapel of the Mayor Paser at 
Medinet Habu (Chicago: The University of Chicago Press, 1957), 1-7, pl. 1; Kitchen, Kenneth, Ramesside 
Inscriptions: Historical and Biographical. Vol. V (Oxford: B.H. Blackwell Ltd., 1983), 385-388; Binder, 
Susanne, The Gold of Honour in New Kingdom Egypt (Oxford: Aris & Phillips Ltd., 2008), 128-129, fig. 
8.37. 
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31)	  Ramesses IX greeting the crown prince from the ‘Window of Appearance.’ 
Date: Late 20th Dynasty, reign of Ramesses IX, c. 1126-1108 B.C. 
Provenance: Valley of the Kings 
 
This ostracon dating to the late 20th Dynasty, depicts Ramesses IX standing next to a ‘Window of 
Appearance.’  Ramesses’ left arm is resting on the pillow that sits on top of a cavetto cornice window sill 
decorated with a band of vertical lines.  The king’s right arm is extended toward his son.  This depiction 
somewhat unusual in that the parapet is framed by two complex columns with decorated shafts and double 
lotus capitals with uraei and hanging streamers.  These columns support a continuous lintel with a cavetto 
cornice roof that is capped by the characteristic band of uraei.  The king wears the lappet wig62 with a 
uraeus and a sheer robe over a tunic with an apron with flanking uraei.  The king is addressing his son, the 
crown prince, who is depicted with a side lock and broad collar holding a ceremonial fan in his left hand.  
Behind the crown prince is the vizier who also holds a fan in his left hand. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
62 This wig first appears during the reign of Amenhotep II; See Karol Myśliwiec, Le portrait royal dans le 
bas-relief du Nouvel Empire (Varsovie: Editions Scientifiques de Pologne, 1976), figs. 101-105. 
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 Bibliography: Demarée, R.J., Ramesside Ostraca (London: British Museum Press, 2002), 15, pl. 
1; Birch, S., Inscriptions in the Hieratic and Demotic Character, from the Collections of the British 
Museum (London: The British Museum, 1868), pl. I; Capart, J., Documents pour servir à l’étude de l’art 
égyptian I (Paris: Les Éditions du Pégase, 1927), fig. 71; Peck, William H., Drawings from Ancient Egypt 
(London: Thames and Hudson, 1978), 114, no. 44; Kitchen, K., Ramesside Inscriptions: Historical and 




32) An unknown king in the ‘Window of Appearance’ on a limestone ostracon. 
Date: New Kingdom (Possibly Ramesside) 
Provenance: Thebes 
Current location: Catalogue no. 3316, Staatliche Museen zu Berlin, Berlin, Germany 
 
 This ‘Window of Appearance’ scene is executed in ink on a limestone ostracon.  It depicts an 
unknown king wearing a round wig with ribbons at the back and a diadem fronted by a uraeus.  The king 
	   184	  
wears a semi-transparent shirt and kilt, as well as arm and wrist bands.  He is shown in the typical royal 
pose in the ‘Window of Appearance’: leaning on the pillow with his left arm while he extends his right arm 
forward.  The pillow rests on a cavetto-cornice-topped parapet that is decorated with two foriegners.  On 
the left is a northern Asiatic and the right a Nubian, both are bound with their arms pinioned behind their 
backs to a crudely drawn smA-tAwy symbol.  The narrow jambs are decorated with horizontal lines and are 
taller than the wider side walls.  On the side walls framing the window, which is topped by a cavetto 
cornice, the artist has changed the typical order of the scenes in the window’s decorative program.  On the 
left jamb, the lowest register depicts two captives bound together with their arms tied behind their backs.  It 
appears that the individual on the left is a northern Asiatic with a pointed beard and the figure on the right 
is a Nubian with short cropped hair, both wear feathers on top of their heads.  The image on the lowest 
register on the right side wall has faded beyond recognition.  In the second register, on both jambs, an 
image of the king is depicted wearing a kilt and the lappet wig with streamers fronted by a uraeus. He 
strides forward with a staff or walking stick.  On the top register rekhyt birds sit atop nb signs, however, 
they lack the upraised arms that are characteristic of these figures.  Schäfer indicates that the motifs are 
placed by the artist in the wrong order due to the lack of familiarity with the canon for this scene.  
However, this could also have been an intentional reversal by the artist, a satirical or socio-political 
statement directly contradicting the sense of awe and piety that the ‘Window of Appearance’ was intended 
to create in the people of Egypt and its neighbors. 
 Bibliography : Schäfer, Heinrich, “Der König im Fenster. Ein Beitrag zum Nachleben von Tell-el 
Amarna,” Amtliche Berichte aus den Preuszischen Kunstsammlungen 40, Jahrgang 3 (Dec. 1918), 1-11. 
	  
